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Dietrich Buxtehude (1637—1707) published “VII 
. se Clavier-Suiten worinne die Natur und Eigenschaft der 7 
By FR. NIECKs. | Planeten abgebildet werden” (Seven Suites for the 

(Continued from page 99) Clavecin, in which the nature and character of the seven 

THE revolutionary occurrences to which | alluded at the | planets are pictured). Johann Kuhnau (1667—1722), 
end of the fitst portion of my study on titles, had their | J. S. Bach’s predecessor at Leipzig, gave about the same 
origin in the French school of clavecinists of the 17th | time to the world: “ Musikalische Vorstellungen einiger 
and 18th centuries, which was founded by Jean Champion | Biblischer Historien, in 6 Sonaten auf dem Clavier zu 
de Chambonniére (1620— 1670) and reached its acme in spielen ” (Musi al representations of some Biblical stories 
Frangois Couperin (1668—1733). The latter, the most | in six sonatas, to be played on the clavier). The subjects 


TITLES. 


distinguished’ member of the school, is also the most in- | of these six sonatas are, (1) the contest between David 


teresting with regard to our inquiry ; for although indivi- 
dual titles are not altogether absent from the compositions 
of his predecessors, they are there inferior in number and 
variety. Frangois Couperin’s titles fall into three classes : 
(1) Names of persons (with hardly any exceptions of the 
female sex), either proper or characteristic (¢.2., indicative 
of nationality, mental or physical disposition, outward ap- 
pearance, &c.) ; (2) names of scenes, z.¢., pictures of genre 
and still life ; and (3) names of a more or less abstract 
nature. As instances, I mention La tendre Nanette, La 
Favorite, La Terpsichore, La Ténébreuse, L’Artiste, La 
Lugubre, La Voluptueuse, La Sceur Monique, La Bour- 
bonnaise, La Bersan, L’Ausonienne, La Nointéle, La 
Bandoline, Les Vendangeuses, Les Moissoneurs, Le 
Reveil-Matin, Les Bergeries, Le Bavollet flottant, 
L’Anguille, Les Papillons, Les Graces naturelles, Les 


and Goliath ; (2) Saul cured by David by means of 
music ; (3) Jacob’s marriage ; (4) Hiskiah, fatally ill and 
recovered ; (5) the saviour of Israel, Gideon; and (6) 
Jacob’s death and burial. 

Among the German composers of the 18th century, 
the example of the French clavecinists found imitators. 
A few quotations of titles from Ph. Em. Bach’s works 
(1714—1788) may prove this: La Gleim, La Princesse, 
La Xenophone, La Sybille, La Complai-ante, La Capri- 
cieuse, L’Irrésolue, La Philippine, La Gabriele, Les 
Langueurs tendres. But on the whole the German 
classical schools of composition either avoided individual 
titles altogether, or made use of them sparingly. Curious 
collective titles—curious for their quaintness or length, 
or both—continue to make their appearance in the 18th 
century. I must mention at least a few: “ Frische 





Agréments. Another French composer, Jean Ph lippe | Clavierfriichte oder 7 Sonaten von guter Invention uni 
Rameau (1683—1764), followed in Couperin’s footsteps, | Manier auf dem Clavier zu spielen” (Fresh Cl vier truits, 
as the following specimens will show :—La Timide, | or seven sonatas of good invention and style to be played 
L’Agacante, L’Indifférente, La Triompbante, La Villa-|on the clavier), by Johann Kuhnau (1696) ; “Les Gouts 
geoise, L’Egyptienne, La Livri, La Coulicam, Le Vezinet, | réunis ou nouveaux concerts” (The reconciled tastes or 
La Fanfarinette, Les Sauvages, Le Rappel des Oiseaux, | new concerts), by Francois Couperin (1717) ; ‘“‘ Certamen 
La Poule, L’Entretien des Muses, Les Soupirs, Les| Musicum” (Musical Contest), suites, and “ Manipulus 
Tourbillons, Les tendres Plaintes. | Musices, oder eine Handvoll Zeitvertreib vors Clavier” 

Of course individual titles were not for the first time | (Manipulus musices, or a handful of amusement for the 
made use of in music by this French school. Indeed, the | clavier), suites, by Joh. Peter Kellner (1748—9 and 
17th century furnished elsewhere titles which surpass in| 1752). ‘*Gemiiths und Ohrergétznde Clavier-Ucbung, 
boldness anything that had ever been produced, and|bestehend in 6 leichten nach heutigem g ut gesetzten 
which, at the same time, show what heaven-scaling, soul- | galanterie-partien, meistens fiir Frauenzimmer com- 
fathoming attempts at programme-music this compara- | ponirt” (Heart and ear delighting clavier 1:ssons, con- 
tively early age of instrumental music ventured upon. In_ sisting of six easy gallantry partitas composed according 
the latter part of the 17th century, the Liibeck organist to the modern taste, mostly for women), by Mich. 
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Scheuenstuhl.* Twotitles of J. S. Bach shall further illus- 
trate and also conclude this part of my study. They are 
both strikingly characteristic of thetime.' In 1731 appeared 
at Leipzig as Op. 1, the great cantor’s “ Der Klavier- 
Uebungerster Theil. Bestehend in Praludien, Allemanden, 
Correnten, Sarabanden, Giguen, Menuetten, und andern 
Galanterien, deren Liebhabern zur Gemiiths-Ergetzung ” 
(First part of clavier lessons, consisting of Preludes, 
Allemandes, Courantes, Sarabandes, Gigues, Minuets, 
and other gallantries, for the soul-delight of amateurs), 
The other title is that of the famous “ wohltemperirte 
Clavier,” and runs thus: ‘Das wohl temperirte Clavier 
oder Praeludia und Fugen durch alle Tone und Semitonia 
so wohl ¢ertiam majorem oder Ut Re Mi anlangend 
als auch ¢ertiam minorem oder Re Mi Fa betreftfend. 
Zum Nutzen und Gebrauch der Lehrbegierigen Musika- 
lischen Jugend als auoh derer in diesem S¢udio schon 
hasil seyenden besondern Zeit Vertreib aufgesetzet und 
verfertiget von Johann Sebastian Bach p. t. Hochfiirstl. 
Anhalt. Cothenischen Cafe//-Meistern und Directore derer 
Cammer-Musiguen. Anno 1722” (The well-tempered [z.c., 
tuned in equal temperament] Clavier, or Preludes and 
Fugues through all the tones and semitones, both as 
regards the ¢ertiam majorem or Ut Re Mi [i.e., major] 
and ¢ertiam minorem or Re Mi Fa [i.c., minor]. For the 
profit and use of the studious musical young, and also for 
the special diversion of those who are already skilful in 
this study, composed and made by Johann Sebastian 
Bach, for the time being Capellmeister and Director of 
the Chamber-music of the Prince of Anhalt-Céthen. In 
the year 1722.) 

But now I must return to a statement already made by 
me, but not yet proved—namiely, that the German 
classical schools of composition avoided individual titles 
altogether, or at least made use of them very sparingly. 
In passing, however, I may yet remark that the instru- 
mental productions of England, and especially Italy, 
testify to a like, or even greater, abstinence. To begin 
with J. S. Bach, the only approach to an individual title 
in his works is the “Capriccio sopra la lontananza del 
suo fratello dilettissimo” (“ Capriccio on the absence [lit., 
remoteness] of his dearly beloved brother”). Among 
Haydn’s and Mozart’s compositions there is hardly any- 
thing of the kind to be found. In the case of Beethoven, 
we have to remember that the “ Moonlight Sonata,” Op. 
27, the “Sonate pastorale,” Op. 28, and the “ Sonata 
appassionata,” Op. 57, were not so entitled by the com- 
poser. There remain consequently only the “Sonate 
pathétique,” Op. 13, the characteristic sonata “ Les 
Adieux, L’Absence et le Retour,” Op. 81, and the “ Sin- 
fonia eroica per festeggiare il sovvemre d’un gran uomo” 
(‘‘ Heroic Symphony for celebrating the memory of a great 
man”). Generally speaking, composers remained satis- 
fied with calling their works sonatas, symphonies, rondos, 
fantasias, variations, &c., in such or such a key, or num- 
ber so or so. Among the works of the composers in whom 
the romantic or the virtuosic element predominated, or 
whose chief aim in writing was the diversion of the 
multitude, individual titles were of greater frequency. 
Carl Maria von Weber (1786—1826), notwithstanding his 
romanticism and virtuosity, furnishes, however, only few 
examples: “Momento capriccioso,” Op. 12; “Gaité, 
Rondo brillant,” Op. 62 ; “ Aufforderung zum Tanz” (“ In- 
vitation to a Dance ”), Op. 72 ; to which may perhaps be 
added the doubtful “Les Adieux,” Op. 81. Of Franz 
Schubert (1797—1828) we have: “ Valses sentimentales,” 
Op. 50; “Hommage aux belles Viennoises,” Op. 67; 





* The concluding words of this title remind me of Ph. Em. Bach’s six 
sonatas ‘‘for ladies” (ad? uso delle donne). 





“Valses nobles,” Op. 77; “Griitzer Walzer,” Op. 91 ; 
“ Griitzer Galoppe,” Op. 92; “ Notre Amitié est invari- 
able, Rondeau,” Op. 138 ; and Lebensstiirme ” (“Storms of 
Life”), a characteristic allegro for four hands, Op. 144. 
In the matter of titles, none of his contemporaries 
overtops J. L. Dussek (1760—1812), the composer of “ La 
Consolation,” Op. 62 ; and the sonatas: “ Les Adieux de 
Clementi,” Op. 44; “ Elégie harmonique sur la mort de 
Prince Louis Ferdinand de Prusse, en forme de sonate,” 
Op. 61; “Le Retour a Paris,” Op. 70; “ L’invocation,” 
Op. 77.; “ La Bataille navale ;” “Tableau de la situation 
de Marie Antoinette ;” “La mort de Marie Antoinette.” 
The on the whole somewhat dry Muzio Clementi (1752— 
1832) has given us at least a “ La Chasse,” and that pearl 
of a title, “ Didone abbandonata” (“ Dido abandoned ”), 
the sonata Op. 50, No. 3. The titles of Johann Nepomuk 
Hummel (1778—1837) have sometimes in them the true 
ring of the titles of fashionable drawing-room compo sers : 
“ Les Charmes de Londres,” “La Galante,” “ Rondeau 
Villageois,” “ La Bella Capricciosa.” J. B. Cramer’s com- 
positions (1771—1858), now, with the exceptions of his 
classical studies, for the most part fallen a prey to 
oblivion, display an extraordinary wealth of all sorts of 
titles. Among his sonatas we find: “La Parodie,” 
“L’Ultima,” “Les Suivantes,” “Le Retour,” “ Hors 
d’ceuvre;” and among his miscellaneous pieces: “La 
Victoire de Kutosoff,” “Un jour de Printemps,” “Le 
Rendez-vous 4 la Chasse,” “ Pensée funébre et élégiaque,” 
“Le Retour 4 Vienne,” “Les deux styles, ancien et 
moderne, Fantaisie capricieuse,” &c. The titles to be 
met with in the works of John Field (1782—1837) are 
characteristic of the originator of the Nocturne (“ Ma- 
linconia,” “L’Espérance,” “Le Midi,” “Reviens”), 
although this cannot be said of that of his fifth concerto, 
“ L’incendie par l’orage.” Fr. Kalkbrenner (1784—1849), 
the virtuoso and man of the world par excellence, strongly 
infected in his later years by the worst forms of ro- 
manticism, naturally makes some interesting additions to 
our collection of titular curiosities. He contributes, for 
instance, “Le Fou” (a dramatic scene for the piano). 
“ La Brigantine ou le voyage sur mer,” “ Effusio musica,” 
“Gage d’amitié,’ “Les soupirs,” and “L’ange déchu.” 
C. Czerny’s works (1791 —1857).are an inexhaustible mine 
of titular ore. Is it possible to read the following quota- 
tions without admiration and wonder? “Der Brand von 
[the conflagration of] Mariazell,” “ Le Golfe de Naple, 
Tableau nocturne,” “Les quatre saisons,” “ Leggerezza e 
Bravura,” ‘“ Mélodie sentimentale et cadence agitée,” 
“Idées musicales sur les Romans de Walter Scott,” and 
much more of equal preciousness, to which has to be 
added an unlimited number of “ Hommages 4” and 
“Souvenirs de” all sorts of persons and places. But 
Czerny is so particularly felicitous in the choice and 
invention of titles for series and collections that I feel in 
duty bound to point them out to composers and pub- 
lishers. Here, then, are some- of ‘them: “‘ Décameron, 
Receuil de compositions brillantes et faciles,” “ Musika- 
lische Blumengallerie, 1,000 Tonblumen berithmter Ton- 
setzer” (“ Musical Gallery of Flowers, 1,000 tone-flowers 
of celebrated composers”), ‘Les plaisirs du jeune 
pianiste,” “Flore Théatrale,” ‘“ Melodischer Jugend- 
schatz” (“ Musical Treasury for the Young ”), “Le Gout 
Moderne” (“Modern Taste”). That Ignaz Moscheles 
(1794—1870) ought not to be overlooked in this connec- 
tion will be at once apparent: “ Familienleben” (“ Family 
life”), “Jadis et aujourd’hui” (“Formerly and now”), 
‘*La Petite Babillarde,” “Les Portraits,” “ Triumphein- 
ug der Verbiindeten in Paris” (“ Triumphal Entry of the 


Allies into Paris”), a characteristic tone-poem; and 


“ Bonbonnitre musicale.” 
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Of the successors of the above-mentioned~ composers, 
.none deserves more attention than Schumann, both for 
the originality of his titles and the impulse he has 
thereby given to imitation. But as the practice of the 
present and the preceding generation of composers may 
be supposed to be known to all who take an interest in 
music, I shall confine myself in the concluding part of my 
study to a general survey of the wide field in question. 

Titles may be divided into two classes—connotative 
and non-connotative titles. These two classes correspond 
to two kinds of music—programme-music and absolute 
music. By non-connotative titles, then, I tnderstand 
titles which are attached to pieces irrespective of their 
contents, simply for the purpose either of distinguishing 
‘them from others, or of attracting the curious and gullible. 
The class of connotative titles falls into two sections—titles 
conceived before and titles conceived after the composi- 
tion, corresponding to conscious and unconscious, inten- 
tional and _ unintentional programme-music. But, 
although it is in some cases easy to decide what is and 
what is not programme-music, there are other cases in 
which this is impossible ; for between the two regions of 
programme and absolute music there lies a broad tract 
of debatable borderland. This, however, is a question 
which I have no intention to discuss in this place. Nor 
shall I make any further efforts in the direction of 
dividing and sub-dividing my classes and sections, al- 
though it is possible, and may be even profitable to do 
so. There is, however, another division of titles, namely, 
a division according to subjects ; and to this division I 
shall devote my remaining energies on the present 
occasion. Every kind of subject is represented in titles. 
That all these kinds of subjects are also represented in 
the compositions, I hesitate to affirm with the same con- 
fidence. Geography plays an important part in titles. 
We are taken to the north, south, east, and west ; to the 
sea in general and to the various oceans in particular ; to 
innumerable lakes ; to the Lagunes ; to the banks of the 
blue Danube, the Rhine, Thames, Seine, Rhone, Neva, 
&c.; to the Pyrenees and the Scotch and other High- 
lands ; to Italy, France, Switzerland, Norway, &c.; to 
Carlsbad, Teplitz, Odessa, St. Petersburg, Comorn, 
Vienna, Dresden, &c. ; to the Arabs, Chinese, Japanese, 
Turks, &c. Time, too, plays a by no means. inconsider- 
able part in titles; in fact, we meet with almost all its 
divisions, great and small, with the seasons of the year 
and the parts of the day: spring, summer, autumn, and 
winter ; morning, afternoon, evening, and night (A/ezza 
notte, midnight ; Nachtstick, night-piece ; Nuit d’ Orient, 
Eastern night; /rvhlingsnacht, spring-night ; Le calme 
du soir, the calm of evening; Serenata, serenade ; 
Abendwind, evening breeze ; Audbade, morning music ; 
Morgendimmerung, dawn ; Crépuscule, twilight ; &c.). 
Natural scenes and phenomena have, of course, a great 
charm for most men; we consequently find true artists 
inspired by them. and cunning practitioners speculating 
with them. Woodland, fields; and meadows; mountain 
and plain; sea, lake, river, torrent, rivulet, brooklet, 
fountain, and waterfall: sunshine, shade, moonlight, 
‘breezes, and storm ; all these, and much more, are god- 
sends to musicians in search of emotions, ideas, and— 
titles. Man, however, enjoys the beauties of Nature not 
only in solitude, but also in society ; not only in restful 
contemplation, but also in cheerful activity. Hence the 
favour with which are regarded hunts, rides, drives, sails, 
and walks—‘‘Chasse aux Sanglier,” “Chasse aux 
papillons,” “Tour a cheval,” “ Cavalcade,” “ Aux 
Traineaux,” “ Regatta,” ‘‘Wanderstunden,” ‘ Aventure 
rustique.” Social amusements, both gross and refined, 
are not wanting—orgies, balls, drinking-bouts, and ‘¢es 





of all descriptions. In connection with natsral scenes 
should be mentioned plants, more particularly flowers, the 
widely-felt love of which is proved by the frequency of 
their occurrence in titles : lily, tulip, rose, camellia, daisy, 
gillyflower, lilac, myrtle, periwinkle, geranium, jasmine, 
ivy, evergreen, &c., to which splendid array may be 
added : “Bouquets d’Immortelles,’ “ Waldblumen” 
(forest flowers), “ Feldblumen” (field flowers), “ Ivy- 
leaf,” “Fleurette” (floweret), &c. Animals, too, have a 
place in titles, especially birds, and foremost among them 
the nightingale, lark, swallow, and dove. Next to birds 
come the graceful, swift-footed animals, such, for instance, 
as the gazelle. But even the carnivorous animals are not 
left out in the cold. The reader cannot but remember 
the “ Réveil du Lion.” But the sympathies of composers 
go further, they include even rats. Cats are nobly re- 
presented by Domenico Scarlatti’s “ Cat’s Fugue.” Nay, 
lately, Saint-Saéns has composed a complete Noah’s 
ark. But in titles, as in nature, it is man who occupies 
the first place. As, however, with a few exceptions, 
composers are of the male sex, and like their brothers 
delight in: the contemplation of, and in doing homage to, 
the female sex, the honours are almost entirely reserved 
for the latter. Hence the innumerable female Christian, 
heathen, national, and characteristic names to be met 
with in titles. Many have already been quoted ; here are 
a few more : Lilian, Olga, Juanita, Fanchonette, Aminta, 
Colette, Indiana, Flora, Aurora, &c.; L’Italiana, L’Es- 
pagnolle, La Frangaise, L’Allemande, La Napolitana, &c. ; 
La Coquette, L’Etrangére, La Gracieuse, La Gentille, La 
petite mendiante, La diseuse de bonne fortune, &c. 
Further, there are surnames as well as Christian names, 
political as well as artistic ones—Maria Stuart and Jenny 
Lind, Agnes Sorel and Marié Taglioni; the weightiest 
historical personages finding themselves sometimes 
coupled with the lightest compositions, for instance, 
Napoleon with a quadrille. Leaving the reader to con- 
tinue the inquiry, and to learn all about the affection of 
composers for bells, large and small, their appreciation of 
pearls, gems, and precious metals, their deep interest in 
spirits (sylphs, naiads, dryads, gnomes, undines, elves, 
phantoms, &c.), their propensity to imitate vocal forms 
(romance, ballad, chanson, lied, song without words, 
cavatina, hymn, duet, &c.), and their irrepressible im- 
pulse to rehearse their recollections, to confide their hopes 
and disappointments, their joys and sorrows, to breathe out 
their sighs and prayers, and to dream their dreams, above 
all that dream of dreams, the dream of love—well, I say, 
leaving the reader to inquire into this and whatever else 
there is to be inquired into, and make here a full stop. 








1837—1887. 

As almost all the daily papers and monthly periodicals 
are giving retrospects on the political, scientific, artistic, 
economic, industrial, and commercial events which have 
happened during the fifty years of Her Majesty Queen 
Victoria’s reign, it is certainly not out of place to throw 
a glance at the names of the more or less celebrated 
English composers and musicians who have been born 
during these fifty years, and to think also of those who 
have died during this period. This quickly drawn-up 
list does not pretend to be complete, and a great number 
of names had to be left out for want of information ; but 
as it is merely a rough sketch, it may perhaps act as a 
stimulus for some more competent pen to supplement and 
complete it. 

Joseph Barnby, Frederic Archer, Arabella Goddard, 
John Naylor, and John Francis Barnett, were born in 
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1838 ; the violinist, Henry Holmes, was born in 1839; 
John Stainer, Frederic Scotson Clark, Robert Jackson, 
and Frederic Clay, in 1840; Walter Parratt, in 1841 ; 
Alfred James Caldicott, Sir Arthur Seymour Sullivan, 
Walter Bache, and Henry Robert Gadsby, in 1842; 
Franklin Taylor, in 1843; John Frederic Bridge, in 1844 ; 
Francis Edward Gladstone, Albert Lister Peace, and 
George Riseley, in 1845 ; Alexander Campbell Mackenzie, 
Haydn Keeton, and Roland Rogers, in 1847; Charles 
Hubert Parry and Charles Joseph Frost, in 1848 ; Charles 
Harford Lloyd and Clement Geo. Martin, in 1849 ; Eaton 
Faning, in 1851; Charles Villiers Stanford, Frederic 
Cowen, and James Kendrick Pyne, in 1852; Eugen 
D’Albert, in 1864 

The following are some of the dates at which British 
musicians and composers have died during this period :— 
In 1837, Stephen Francis Rimbault and Samuel Wesley ; 
in 1838, Thomas Busby and Thomas Attwood ; 1839, 
William Carnaby ; 1843, Samuel Webbe; 1847, William 
Crotch ; 1849, Henry George Nixon, George William 
Chard, Edmund Sturges, and Parish Alvars ; 1852, John 
Freckleton Burrowes ; 1853, William Richard Bexfield ; 
1855, Sir Henry Bishop; 1856, Thomas Attwood Wal- 
misley and Robert Lucas de Pearsall; 1857, John 
Fawcett ; 1858, John Baptist Cramer, Thomas Adams, 
William Bayley, Wilkam Horsley, and Francis Edward 
Bache-; 1859, Henry Forbes; 1860, Stephen Elvey; 
1861, Vincent Novello; 1862, George Perry; 1863, 
Arthur Thomas Corfe and George Eugene Griffin ; 1864, 
Isaac Nathan ; 1865, George Handy Lake and William 
Vincent Wallace; 1866, Thomas Forbes Walmisley ; 
1867, Sir George Smart; 1869, Charles Lucas; 1870, 
Michael William Balfe; 1871, Cipriani Potter; 1872, 
George French Flowers and Henry Blagrove ; 1873, John 
Larkin Hopkins ; 1874, Euphrosine Parepa-Resa ; 1875, 
Sir William Sterndale Bennett ; 1876, Charles Edward 
Horsley, Edward Francis Rimbault, Henry John Gaunt- 
lett, Samuel Sebastian Wesley, and George Cooper ; 
1879, Henry Smart ; 1880, Sir John Goss and John Curwen; 
1882, James Turle and Williams Hutchins Callcott ; 1883, 
Charles William Corfe and Scotson Clark; 1884, John 
Hullah and Sir Michael Costa ; 1885, Sir Julius Benedict, 
Brinley Richards, and Charlotte Sainton-Dolby ; 1886, 
Tohn L. Hatton and Edward Thomas Chipp. 








LETTERS FROM LONDON. 


Written by Ev. Hansuick to the Vienna “‘ Neue Freie Presse,” 
during the Summer of 1886. (Translated by E. L.) 
CONCERTS IN ALBERT HALL—ADELINA PATTI, CHRISTINE NILS- 

SON, SIMS REEVES, SANTLEY—THE INVASION BY GERMAN 

MUSICIANS~ NEW PIANOS BY STEINWAY—RUBINSTEIN, LISZT. 
Our readers may best picture to themselves the Albert 
Hall by thinking of the “Rotunda” in the Prater. 
This grand monument stands on the plot of land occupied 
by the Exhibition Building of 1862, and it was opened in 
March, 1871, by the Queenin person. It adjoins the Horti- 
cultural Gardens, into the cool shade and stately avenues 
of which we step with pleasure from the concert-room. 
This enormous hall holds 12,000 persons,not closely packed, 
but comfortably seated on chairs, which on all sides rise 
up amphitheatre-like, and are reached by means of twenty- 
six entrance doors and of a lift which is constantly in use. 
And this almost boundless space, you say, will be filled 
and all places taken for a concert? This hardly credible 
assertion I have seen confirmed with my own eyes, and 
I can scarcely imagine a more imposing or more pleasant 
sight than a survey of such a host of brightly-dressed 
ladies, spreading over that immense space like a giant fan 





of all colours. The first of four great morning concerts. 
was being given, for which a London entrepreneur had 
engaged Madame Patti for the paltry consideration of two 
thousand guineas. In consequence of the very sensible 
graduation of the prices of admission, these concerts suit 
all classes of society and attract them all. Five thousand 
seats at one shilling each are taken at a rush, the next price 
is half-a-crown, and the highest fifteen shillings. In spite 
of such a crowd there is no confusion and no pushing ; 
every visitor finds the region, the division, the row, and, 
lastly, the number of his seat set forth on his ticket, the 
back of which, in addition, displays a miniature sketch 
‘of the interior. For musical purposes the Albert Hall 
requires monstre performances. Theconcert commences 
with the overture to Oderon. I would fondly believe ° 
this selection to be the result of a reverential senti- 
ment, inasmuch as it was just sixty years on the day of 
the concert (5th June) that C. M. v. Weber breathed his 
last in London. It is more probable, however, that the 
chapter of accidents had a. larger share in this choice 
than actual intention, for I neither found in London a 
trace of a memorial (say a tablet at the house in which 
Weber died), nor yet any token in memory of Haydn’s or 
young Mozart’s stay in London. Very, likely their dwell- 
ings have been rebuilt or demolished long ‘since. This 
must apply still more to places of abode consecrated by 
Handel. He resided for three years with the Earl of 
Burlington, a liberal protector of the arts, at Piccadilly, 
which during his time was yet so exquisitely rural a spot, 
that King George I. actually came to ask the Earl why he- 
had built his house so far in the country? “ Because I 
love loneliness,” was Burlington’s reply; “for here no- 
body will build near me.” Piccadilly of the present day 
is one of the noisiest thoroughfares of London. And 
what has become of Cannons, the magnificent country 
seat of the Earl of Chandos, where Handel worked, and 
thus made the place deartous? Nothing is left of all these 
glories but the little parish church of the village of Edg- 
ware. The conductor of the band at the Albert Hall is a 
stiff gentleman with grey whiskers, black coat, and white- 
neckcloth, Mr. Cusins by name. He strongly resembles 
a clergyman of the Established Church, and also con- 
ducts most devoutly. The fact that both the overture to 
Oberon, as also Liszt’s “First Hungarian Rhapsody ”— 
two of the most effective orchestral pieces in existence— 
fell flat on the audience, we must not ascribe to the Rev. 
Mr. Cusins, but to the extraordinary proportions of the 
Hall, which almost absorb the sound. With anxiety we 
look forward, under these circumstances, to the appear- 
ance of slender Adelina Patti. But a wonder happens : 
amidst breathless silence every sound of her voice reaches 
the ear of the listener incomparably sweet and clear. 
Every note has its desired effect. The art of eminent 
Italian singers, which is becoming scarce of late, viz., to 
send forth the sound far and powerfully—this art Adelina 
Patti possesses in a high degree. The accomplished 
manner of her singing, the purity and chastity wherewith 
she adorns even the most simple sentence, are no less 
unique than the matchless bravura of her colorature. , 
She sings the second air of Lucza, the first of Lémda, the 
Ave Maria by Gounod, and the pious duet from Rossini’s 
Semiramide, the latter jointly with the contralto, Trebelli. 
All of these are well-known things. Whoever can sing 
them like her may cast the first stone. Patti selects only 
pieces that suit her voice and style; in fact, only such 
as she can render to perfection. In this way she will be 
more certain of success, I think, than Christine Nilsson, 
whose ambition reaches further, considering that she 
sings latterly the great air of “ Fidelio.” and “ Ah, per- 
fide,” by Beethoven, as also “Erlkénig” by Schubert (in 
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German), all of them being pieces which demand deep 
colouring and energetic elocution. Taste and force of 
will, such as Miss Nilsson is gifted with, are not sufficient 
here. Her moonshine voice will ever spin the finest aad 
brightest threads as “Ophelia.” Christine Nilsson, who 
still passes for a distinguished artiste of elegant appear- 
ance, enjoys an unlimited esteem in London, But the 
real favourite of the public—and what is more, a pet of 
the gods—is Adelina Patti. When I consider that I 
heard her here: twenty-four years ago, then still a young 
but already highly-accomplished singer, I cannot help 
wondering how well preserved are still her appearance 
and her voice, whilst her art seems more perfect than 
ever. Madame Patti is not stingy with encores ; she. re- 
peated three numbers at the Albert Hall, and added 
besides the most popular of English songs, “ Home, 
sweet home.” The origin of this song is surrounded 
with peculiar circumstances. The melody is said to be 
by Donizetti, who, in his opera, Azna Bolena, aimed at a 
ballad of an English character for that unfortunate queen. 
He does not seem to have missed his aim, for the English 
quickly made the melody their own, and have sung it 
with English words ever since. I give this interesting bit 
of history as I received it, from second hand, having no 
means at hand to verify it. We have singers, male and 
female here, who have sung as many years as Madame 
Patti, although not marvels like her in respect of preser- 
vation. There is, for instance, Mr. Sims Reeves, the tenor. 
When, in 1862, I was about to hear him, they told me 
that his voice was gone, but that his singing was still good 
notwithstanding. Anybody can, after this, imagine what 
this “voice” may be nowadays, after twenty-four years ! 
Nothing daunted, Sims Reeves is still wheezing at every 
fashionable concert! This seems fun to him, and is 
highly profitable, too. To get into favour with Eng- 
lish audiences is not easy—to get out of it is impossible. 
_In Germany, Mr. Sims Reeves would at best excite 
hilarity, but more probably something far worse. The 
English will never let drop a veteran when once he has 
gained their favour, especially if he be an Englishman, 
and stick to his country. This certainly is highly praise- 
worthy. But the fight of Sims Reeves against ‘cruel 
Nature has become too unequal, and there is a time when 
the wiser of the two should give way. 

More fortunate, certainly, than this venerable tenor is 
Mr. Santley, the baritone, who also has been a favourite of 
his countrymen for the last thirty years. Since I heard 
him in 1862 at the Italian Opera as Comte Luna, Lord 
Ashton, and whatever may be the names of all those hand- 
some men, his voice has become grey as his hair. Yet it 
is still endowed with sufficient metal to make impression by 
a careful delivery supported by capital training. At the 
Albert Hall he sang an insipid ballad by Jacques Blumen- 
thal (now living in London) and an air from Don Quixote 
by old Purcell. This air any one might have taken for a 
composition by Handel or also by Reinhard Keiser, on 
account of its stiffish pathos, its uniformly rattling flow, 
its jumpings and long-stretched vowels. A great number 
of expressions which we attribute to Handel are just as 
little Handel’s individual property as certain sentences 
ascribed to Mozart, although they were the common 
property of the Italian operatic school of the eighteenth 
century. Finally there appeared the English tenor, Mr. 
Lloyd, who gradually takes the place as oratorio and 
concert-singer held by Sims Reeves of blessed memory, 
but whose singing is at any rate less sugary and affected. 
His voite is sound and exquisitely trained; it is impos- 
sible to sing Walther’s prize song from the Mezstersinger 
more correctly, although there certainly was room for 
more tenderness and poetical conception. Itis intelligible 





that the meer pride of the English should also in 
matters of music admire and honour above all the pro- 
ductions of their countrymen. The merits of a native and 
a foreigner may be fully on a par, but the English press 
is sure to raise the pitch of its praise for the latter by fully 
athird. On account of this, no foreigner has to fear an un- 
just criticisn. Inthe domain of music the English public 
has at no time made the least opposition to foreigners ; 
they never kept back the admission that the German, 
Italian, or French nation, is musically more gifted and 
advanced. So the English public think to this day, if my 
observations are correct. Itis only in books and news- 
papers that a certain irritation against foreigners has 
begun to show itself since a few years. The carperscom- 
plain of the invasion by foreign, especially German, 
musicians. Even a Frenchman living in England, Felix 
Remo by name, denounced this “ invasion” most passion- 
ately, and harangued the English that they should not let 
the Germans take the bread out of their mouths. What 
self-delusion such a complaint does disclose! If German 
professors of music and conductors, or Italian singing- 
masters, are preferred to native ones, the cause is simply 
this, that they are more capable, not because they are 
foreigners. This is the same thing in other lines. An 
English banking-house requiring a book-keeper or clerk, 
is sure to preter a native to a foreigner where the qualifi- 
cation is equal. Why do we, then, find Germans almost 
in every large London banking-house? Because they 
generally know several languages, but the English do not. 
Over that it is no use to quarrel. One might wish that 
Remo’s book, the satirical part of which is so amusing, 
had not made false assertions to the prejudice of German 
musicians, as the statement, for instance, that Hans 
Richter’s concerts consisted of nothing but German 
music! Perhaps Cherubini, Méhul, Berlioz, Chopin, 
Saint Saéns, Glinka, or Tschaikowsky, are German com- 
posers? Or Messrs. Cowen, Mackenzie, Stanford, &c., 
whom Richter’s good taste takes care to have represented 
every concert-season, perhaps they are Germans? Stiil 
more severely does he attack Richtcr for the reputed 
crime of having caused a general migration of German 
musicians to England, and of having brought over a com- 
plete band. In truth, he only brought one artist with 
him—the kettle-drummer—whose function at the same 
time is that of custodian of the extensive store of music. 
All the other members of Richter’s band were domiciled 
in London long before he came. 

It is frivolous thus to mislead public sentiment with a 
view to set it against the Germans. I have already men- 
tioned that next to Richter, two other Germans, Hallé 
and Manns, are considered the best conductors in 
London. Is it likely that they would be entrusted with 
the direction of the largest concert bands if the English 
conductors were more clever—or even as clever? Why 
should Heckmann’s Cologne Quartet be engaged year 
after year, if there were four Englishmen forming one of 
equal merits? The same holds good as to the German 
piano-teachers in London: Ernst Pauer, Wilhelm Ganz, 
W. Kuhe ; also with regard to Carl Rosa, the German 
conductor of the English opera ; and last, not least, of 
Franz Hueffer, the German critic for so powerful a paper 
asthe Zimes. It is not in the interest of England, but 
in that of German musicians, if we express the wish that 
fewer of them might come across the Channel on “spec,” 
without engagement, without reput+tion, without money. 
They hope to make their way quickly in London ; some 
of them may find a living after years of toil, but the 
majority will, in the place of fortune, only meet with 
humiliation, distress, and misery. 

English nationalism has of late infected also the piano 
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trade ; masters like Broadwood and Kirkman have led 
the way since the piano was first played publicly in 
London in May, 1767. Unfortunately, the great English 
piano manufacturers have not been keeping pace with the 
progress of the times. Their instruments cannot stand 
comparison with the productions of Steinway, exhibited in 
his London concert-hall. But Steinway is not an Eng- 
lishman, and therefore he is reckoned with the “ in- 
vasion,” and to be shunned. In the chapter on musical 
instruments, Mr. F. Remo feels constrained to dwell on 
the fulness of tone and the solidity of Steinway’s pianos. 
“ But,” he adds, “one cannot get them for nothing.” 
That’s correct Something excellent is never to be had 
for nothing. The Steinway pianos are very expensive— 
about twice as dear as those made in Vienna. Loaded 
with import duty and loss by an unfavourable rate of 
exchange, they cannot reckon on Austrian customers. 
Under these circumstances there was something comic 
about the cry of anguish raised by a Protectionist Vienna 
deputy when the importation of Steinway’s grand pianos 
was touched upon at the debate over the Customs tariff. 
Does this gentleman know how many Steinway pianos 
are being imported into Austria annually? Twelve at 
the outside, taking the entire monarchy! It is a doubtful 
compliment to the famous piano manufacturers of Vienna 
to see a danger in this fact. The danger would first of 
all lie with the piano manufacturers of Europe if they 
neglected to make themselves acquainted with Stein. 
way’s improvements and progress. Such neglect has 
already caused the decline of more than one celebrated 
firm in Paris and London. Indefatigable and genial a 
man of progress as he is in his line, Steinway continually 
adds to the list of his inventions. His newest concert- 
grand pianos are shorter by half a métre than the large 
concert-grand pianos made till now, and yet they possess 
the same extraordinary richness of tone. Steinway 
attains this result by making the entire body of such 
pianos out of one single piece of bent wood, in harmony 
with the physical law that the vibratory motion of sound 
follows most readily the uninterrupted wooden fibre. 
This same method he applies to semi-grand pianos, 
which thus, in spite of their reduced size, possess that 
round, sweet, and long-continued tone, which we gene- 
rally only find in grand pianos of the largest size. At 
last ‘year’s Exhibition of Patents and Inventions in 
London the international jury awarded the large gold 
medal to Steinway for this, and he also obtained a 
special gold medal from the Society of Arts “ for the best 
pianos.” As all the younger piano manufacturers in 
England have adopted the “ Steinway system,” its sway 
will be general in another twenty years, and the character 
of an “invasion” will be worn off. Time has confirmed 
what I said in my official report on the exhibition of 
1862 : “Of all the improvements in the manufacture of 
pianos, the Steinway system, new as it is, appears to us 
the most promising as to its future and development.” 
And what an undreamt-of perfection has Steinway since 
then given to his instruments, which made such a great 
sensation in Europe at that time. 

As to piano concerts, I exercised a most generous self- 
denial. I could afford to dispense with even the most 
important of them—namely, the “historical” seven days’ 
concert race of Rubinstein, which I had only just before 
witnessed in Vienna. Rubinstein is being worshipped 
most enthusiastically. Yes, enthusiastically ; for not 
only are the English liable to get very warm, but they 
actually have a paroxysm of ecstasy sometimes. This 
can be easily explained on psychological grounds: as a 
reaction of their habitual seriousness, and of their 
thorough matter-of-fact ways in all their thoughts and 





actions, which now and .then makes them long for a 
burst of excitement. “Are these the co/d English who 
receive me in this manner? Such cordiality is past all 
belief!” Thus Karl Maria Weber wrote to his wife. 
Every artist of eminence might repeat even nowadays 
this exclamation. The largest quantities of English 
enthusiasm have,-without a doubt, been consumed by 
Liszt during his last visit to London. There is some- 
thing beautiful and touching about ovations offered to a 
celebrated master grey with age—and who has deserved 
them better than amiable, kind, and generous Liszt? At 
the same time, we cannot avoid a touch of pity when we 
see this venerable gentleman surrounded, besieged, and 
stared at from morning till night, or being dragged every 
evening to three or four sorées / Our pity is mixed with 
a little anger, too, at the merciless worshippers, publishers, 
artists, and others who abuse Liszt’s kindness for their 
own ends.- Who is that young man, I asked, that is por- 
trayed with Liszt on one and the same photograph, and 
exhibited in every shop-window? A pianist, Mr. X., 
‘I am told—(he calls himself, by reasons known only to 
himself, “ Chevalier X.”)—who being of no account him- 
self, tries, by the aid of photography, to participate in 
Liszt’s rays of glory. He had invited Lis2t to a concert 
which he got up hurriedly, and then caused the posters 
to contain the notice that Liszt would be present. Sand- 
wich-men marched through every street with huge boards 
over their fronts and backs, notifying to the people, 
“ Liszt will be present.” Of course, the hall was crammed 
to suffocation with people, who had come not so much to 
hear the Chevalier X.. but to see Liszt. But they were 
not even content with seeing him; they boisterously 
called out, “Liszt, Liszt shall play!” Liszt, however, 
could not perceive a heavenly voice in this voice of the 
people, and, somewhat dejected, he went home. What 
must have been his astonishment when next morning 
Chevalier X. came again, to ask whether he would not 
grace a second concert with his presence—viz., to adorn 
the posters with his name! This seems to have ex- 
hausted Liszt’s apostolic patience. This new and inge- 
nious way of puffing by means of twirr portraits is sure to 
find imitators. It is a symbolic translation of Schindler’s 
notorious carte de visite, “Ami de Beethoven,” and it is 
more effective, too, because containing assertion and proof 
at the same time. Liszt, with his generous amiability, 
will probably yet have to sit with many a young virtuoso. 
Let him, at least, make it a condition that there should 
always be several beside him. Liszt, as a number of high 
value, with three or four noughts added, would represent 
a goodly sum of musical talent. 








SOME*NEEDED REFORMS IN OPERA. 


It is upon the presentation of opera rather than the 
composition thereof that I purpose writing a few words. 
We learn from Mr. Carl Rosa, in his article in Murray’s 
Magazine, that the future of opera in this country is 
bright with hope, and this feeling is emphasised by the 
ready manner in which that gentleman’s enterprise has 


been converted into a company. No one has done more 
for opera in this country than Mr. Carl Rosa ; under his 
management we have seen the close of the reign of the 
prima donna assoluta, and the substitution therefor of 
the perfect ensemble. There are still one or two little 
matters that might be rectified with advantage fo the 
performance of opera, and so far as they concern the 
personnel, the reform may be better carried out by a 
corporate body than by an individual. In the modern 
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opera the chorus has an important part to play ; but it 
implies no disrespect to say that the singing is far better 
than the acting. In this direction a lesson may be learnt 
from the stage-management of the Sullivan-Gilbert enter- 
prise. and even from some of the so-called “comic 
operas.” In a much higher degree is teaching to be 
obtained from the Wagner musical drama, the solitary 
chorus in the Gétterdimmerung being a notable case in 
point. Of course, for much of the non-acting chorus busi- 
nes; librettists and composers have veen to blame, in many 
instances the chorus enters with no object in particular 
beyond filling the stage, and affording rest to the prin- 
cipals. The remedy for this may be termed a practicable 
refurm. ‘Then there is an anachronism of quite modern 
growth which requires removal. It is nothing very 
serious, but yet often spoils the stage-picture for those 
possessing correct knowledge of the past. Neither is it 
so ludicrous as, when Spontini’s Vesta/e was produced at 
the King’s Theatre in 1826, a band of modern instruments 
paraded the stage as representative of Rome, A.U.C. 269, 
with a big drum bearing conspicuously the arms of 
George IV.! Take such a familiar example as Benedict’s 
Lily of Killarney, and say whetlier the dresses, with 
“powder and pigtail,” harmonise with beards of all 
colours and dimensions? Time was when every actor was 
obliged to shave, and a very wholesome regulation it was. 

e have seen at a very recent date an artist conscientious 
enough to divest himself of the hirsute ornament on his 
upper lip when undertaking to represent a particular 
character, but this is only what ought to be done; for 
those who devote themselves to the stage are always 
some one other than themselves, Hibernian as the ex- 
pression may seem. 

For another reform, we must, I fear, wait for the time 
when there shall be an educated public for opera; but 
artists themselves might hasten the advent of that desired 
period. The thought of “stage illusion” is seldom pre- 
sent strongly enough to prevent people recognising and 
greeting favourite performers when they appear. The 
sentiment is kindly, but should not so readily be acknow- 
ledged by the impersonators of characters which they 
ought to respect quite as.much as the public. There are 
ethics of the stage as well as of the concert-room, and the 
first duty of the performer is to the work in hand, and the 
authors of that work. There will always be opportunities 
to display gratitude for applause. An equal offence 
against art is the obvious singing to the audience of some 
of the vocal favourites. I should not like introduced into 
this country the discipline of the subsidised opera houses 
on the Continent, but public opinion might be educated 
to discourage such exhibitions, and artists ought them- 
selves to set that opinion in motion. Encores will never 
be abolished on the stage or in the concert-room by the 
action of artists—with Michael Kelly, they all like encores. 
This detail, however, might well be undertaken by the 
management, and encores absolutely forbidden. Such a 
drastic measure might provoke opposition at first, but in 
the end the more intelligent part of the audience would 
give it their support. 

It must be remembered that operas are something 
more than mere entertainments, and if we are to become 
an artistic nation, respect for art must form part of our 
education. Not the least delightful feature, to my mind, 
of the performance of Wagner’s Ring of the Nibelung, at 
Her Majesty’s, in 1882, was the devotion of the whole 
artistic body to their work, and their apparently utter 
forzetfulness of the fact that there was an audience facing 
them. It will be a happy time for English opera when 
such a thing can be said of native artists. 

STEPHEN S. STRATTON. 





CHRONOLOGICAL TABLES AND THEIR 
MATERIAL. 


By E. PAveEr. 


GERMAN, RUSSIAN, AND BOHEMIAN COMPOSERS OF 
DRAMATIC MUSIC. 
(Continued from page 129.) 

1755—1806. KALKBRENNER, CHRISTIAN; b. at Miinden 
(Hesse-Cassel), d. at Paris. Father of the celebrated 
pianist, Frederic Kalkbrenner. Composer of the French 
operas ‘* La Veuve du Malabar,” ‘‘ Démocrite,” ‘‘ La Femme 
et le Secret,” ‘‘ Lanassa.” 

1756—1791. Mozart, WOLFGANG AMADEUS (really JOHANNES 
CHRYsOsSTOMUS WOLFGANG GOTTLIEB); b. at Salzburg, 
d, at Vienna. Composer of the operas ‘‘ Mitridate, Reé di 
Ponto” (1767), ‘‘ Ascania in Alba” (1771), ‘Il Sogno di 
Scipione” (1772), ‘‘ Lucio Silla” (1772), ‘‘La finta Giar- 
diniera” (1772), “‘ Il Ré Pastore,” ‘‘Zaide,” ‘* /domeneo” 
(1780), ‘‘ Die Entfiihrung aus dem Serail” (1782), ‘‘ Le 
Nozze di Figaro” (1785), ‘‘ Der Schauspieldirektor ” 
(operetta) (1786), ‘* Don Grovanni” (1787), ‘Cosi fan tutte” 
(1790), ** La Clemenza di Tito,” ** Die Zauberflite,”’ Among 
the less known dramatic works are ‘* Bastien und Bastienne ” 
(Liederspiel)), ‘* La finta semplice,”» and ‘*‘ Thamos, Konig 
in Agyrptien.” . 

1756—1792. Kraus, JOSEPH; b. at Mannheim (Amorhach in 
the Odenwald ?), d. at Stockholm. Pupil of Abhé Vogler. 
Composer of the Swedish opera “ Dido und Afneas” 
(1790). 

1756—1808. WRANITZKY, PAUL; b. at Neureusch (Moravia), 
d. at Vienna. Of his operas the following were the most 
successful: ‘* Oberon,” ‘* Die Poststation,” ‘* Mercur,” 
“©Das Marokkanische Reich,” ‘‘ Das Lazzaronifest.”” The 
last, and ‘*‘ Oberon,” were published by André, Offenbach, 
o/M. 

1756—1788. VOGEL, JOHANN CHRISTOPH; b. at Niirnberg, 
d. at Paris. Composer of the French operas ‘‘ La Toison 
d’or ” (1786) and ** Demophon ” (1788). 

1756—1810. TEYBER (TAYBER) FRANZ; b. at Vienna, d. 
there. Conductor of the Schikaneder Theatre; for which 
he wrote a good many (10) operas and operettas. Details 
are wanting. 

1757—1822. DIETER (DIETTER), CHRISTIAN LUDWIG ; b. at 
Ludwigsburg (Wiirtemberg), d. at Stuttgart. Successful 
composer of comic operas and operettas ; the best known 
are ‘Der Schulze im Dorfe,”? ‘* Der Jrriwvisch,” ‘* Der 
Rekrutenaushub,” ‘* Das Freischiessen,” ‘‘ Belmont und 
Constanze” (see Mozart’s ‘‘ Entfiihrung aus dem Serail”), 
‘*Glticklich Zusammengelogen,” ‘* Die Dorfdeputation,” 
** Der Luftballon,” ‘‘ Elisinde,” “‘ Des Teufel’s Lustschloss.” 
A serious opera of his is ‘* Laura Rosetti.” 

1758--1826. SCHACK (CzIACK), BENEDIKT; b. at Mirowitz 
(Bohemia), d. at Munich. Composer of the comic operas 
**Der Luftballon,” ‘‘ l.orenz und Suschen,” ‘* Der Mund- 
koch,” ‘*Der Krautschneider.” Also composer of (the 
second part of) ‘‘ Una cosa rara,” ‘‘ Don Quixote,” ‘* Der 
Stein der Weisen,” “‘ Die Zaubertrommel,” ‘* Das Schlaref- 
fenland,” ‘‘ Die beiden Anton,” ‘‘Die Wiener Zeitung,” 
‘*Die dummen Gartner,” ‘* Frag’ und Antwort.” Schack 
was an excellent singer, and it was for him that Mozart 
wrote the part of Tamino (‘‘Zauberfléte’’), which part Schack 
sung not less than 116 times in Vienna. 

1759—-(?). WALTER, IGNAz; b. at Radowitz (Bohemia), d. at 
Regensburg (Ratisbon, Bavaria). Pupil of Sterzer (Vienna). 
Composer of the operas and singspiele (operettas) ‘‘ Der 
Ausgepriigelte Teufel,” ‘‘ Graf Waltron,” ‘* Der Trank der 
Unsterblichkeit,” ‘‘Der Spiegelritter.” Like Schack, 
Walter was an excellent singer and actor. The date of his 
death is not known. 

1759—1833- HAFFNER, JOHANN CHRISTIAN FRIEDRICH ; b. 
at Oberschinau, near Suhl, d. at Upsala (Sweden). Pupil 
(at Schmalkalden) of the organist, Vierling. He went (1780) 
to Stockholm, became Capellmeister of the Royal Opera, for 
which he composed ‘ Elektra,”’ ‘‘ Alcide,” and ‘* Renaud.” 

1759—18(?). KAFFKA, JOHANN CHRISTIAN; b. at Regens- 
burg, d. at Riga. Composer of the comic operas ‘* Das 
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Milchmadchen,” ‘‘ Lucas und Hannchen,” *‘ Die Zigeuner,” 

“Der Apfeldieb,” ‘‘ Antonius and Cleopatra” (dramatic 

opera), ‘*Das wiithende Heer,” ‘‘ Bitten und Erhdérung,” 

‘*Die Feier der Gnade des Kénigs,” ‘‘Der blinde Ehe- 

mann,” and “ Der Talisman oder der seltsame Spiegel.’’ 

His contemporaries re roached him for being a plagiarist 

_ of Gluck, Naumann, and Schuster. 

- 1760—18(?). RirTER, PETER; b. at Mannheim, d. there. 
Pupil of Abbé Vogler. Of his operas the best known are 
‘*Der Eremit auf Formentera,” “Der Sclavenhiandler,” 
‘*Die lustigen Weiber,” ‘‘Maria von Montalban,” ‘‘ Der 

: Zitherschlager.” 

1760—1802. ZUMSTFEG, JOHANN RUDOLPH; b. at Sach- 
senflur (Odenwald), d. at Stuttgart. Composer of the 
operas ‘‘Zalaor,” ‘‘ Rinald und Armida” (a singspiel), and 
‘* Die Geisterinsel.” Zumsteeg is more celebrated as com- 
poser of ballads. He enjoyed Schiller’s friendship. 

1761—186.—SCHENK, JOHANN; b. at Wiener-Neustadt, d. 
at Vienna. Pupil of Wagenseil. Composer of the sing- 
spiele ‘‘ Die Weinlese” (1785), “ Die Weihnacht auf dem 
Lande ”’ (1786). Until 1792 he composed ‘‘ Im Finstern ist 
nicht gut tappen,” ‘‘Das unvermuthete Seefest,” ‘ Das 
Singspiel ohne Titel,” “ Der Erntekranz.” All these were 
very popular. From 1795—1811 he wrote “ Achmet und 
Almanzine,” ‘‘ Die Jagd,” ‘‘Der Fassbinder,” ‘‘ Der Bet- 
lelstudent,” and the excellent work ‘‘ Der Dorfbarbier,” 
which was given in Vienna not less than 200 times, and was 
popular everywhere. Schenk was for some time Beethoven’s 
teacher. 

1761—1817.  G@RRLICH, JOSEPH AUGUSTIN ; b. at Miinster- 
berg (Silesia), d. at Berlin. Composer of the operas ‘‘ Das 
Incognito,” “‘ Hans Max Giessbrecht von der Humpenburg”’ 
(words by Kotzebue). He composed also the music for 
14 ballets. According to some dictionaries he composed 21 
operas, but, with exception of the above, no names are 
given. 

1763—1817.. KUNZEN, FRIEDRICH LUDWIG AEMILIUS; b. at 
Liibeck, d. at Copenhagen. Composer of the (Danish) opera 
**Holger Danske” (1789), ‘‘Das Winzerfest” (Prague, 
1795) published under the name ‘“‘ Die Weinlese.” Besides 
these two pgpular operas he wrote ‘‘ Hemmeligheden ” (in 
German, ‘*‘Das Geheimmiss” (1796), ‘‘ Dragedukken” 
(1797), “Jokeyen” (1797), “Erik Ejegad” (1798), ‘*Na- 
turens Rost” (1799 —‘* Die Stimme der Natur”), and the 
operetta ‘‘ Ossian’s Harfe.”’ 

1762—1797.. AGTHE, CARL CHRISTIAN; b. at Hettstiadt, 
near Mannsfeld, d. at Ballenstadt. | Composer of the operas 
‘* Alkonius und Lydippe,” ‘‘ Das Milchméadchen,” ‘ Martin 
Velten,” ‘‘ Erwin and klmire,” ‘‘ Die Spiegelritter.’ 

1763—1845. MAYER (Mayr) Simon; b. at Mendorf (Bavaria), 
d, at Bergamo. Composer of 77 Italian operas... See Italian 
composers. 

1763—1826. DaAnzI, FRANZ; b. (according to some, 1760, at 
Mannheim) at Schwetzingen, d. at Carlsruhe. Pupil of 
Abbé Vogler. Of his operas the following were successful : 
“* Der Sylphe,” ‘* Azakia,”’ and ‘‘Der Triumph der Treue.” 
dn the whole, he composed 11 operas and singspiele. 

1763—1850. GYROWETZ, ADALBFRT; b. at Bohmisch-Bud- 
weis, d. at Vienna. Pupil of Sala (Naples). Composer. of 
30 operas and singspiele, of which ‘*Selico und Eerissa,” 

. ** Agnes Sorel,” ** Der Augenarst,” ‘ Helene,” “Il Finto 
Stanislao,” ‘‘ Federica e Adolfo,” ‘Das Zugemauerte 
Fenster,”’ ‘‘Die Junggesellen-Wirthschaft,” and ‘Der 
Blinde Harfner,” were the most popular. See W. H. Riehl’s 
‘*Musikalische Charakterképfe,” Stuttgart, Cotta. 

1764-1847. GROSHEIM, GEORG CHRISTOPH ; b. at Cassel, 
d. there. Composer of the operas ‘‘ Titania,” ‘* Das Heilige 
Kleeblatt,” ‘‘ Les Esclaves D’Alger,” and the sacred drama 
‘Die Sympathie der Seelen.” Amongst his literary pro- 
ductions his ‘‘Chronologisches Vergeichniss Vorziiglicher 
Beforderer and Meister der Tonkunst” (Mayence, Schott 
and Sons, 1831) is a very good book. 

1764—1823. STEIBELT, DANIEL; b. at Berlin, d. at St. 
Petersburg. Composer of the operas ‘‘ Roméo et Juliette” 
(1793), ‘‘ La Féte de Mars,’’ ‘‘ La Princesse de Babylon,” 
‘*Cendrillon,” and ‘‘ Sargines.” 





1765—(?). MEDERITSCH (MEDRITSCH) JOHANN, called also 
GALLUS ; b. in Bohemia (where ?), d. at Vienna. Composer 
of the operas and operettas ‘Der Seefahrer,” ‘Die Ke- 
kruten,” ‘Der Letzte Rausch,” and of the first act ‘* Die 
Pyramiden von Babylon,” of which opera Winter (see 1755) 
wrote the second act. 

1765—1814. HIMMEL, FRIEDRICH HEINRICH ; b. at Treuen- 
brietzen (Province Brandenburg), d. at Berlin. Pupil of 
Naumann. Composer of the operas ‘‘ Primo Navigatore ” 
(Venice, 1794), ‘‘Semiramide” (Naples), ‘‘ Alessandro 
(Petersburg), ‘‘ Vasco de Gamo ” (Berlin, 1801), ‘‘ Froblich- 
keit und Schwarmerei” (Berlin, 1801), ‘‘ Fanchon, cas 
Leiermideben” (this opera contains the universally-known 
air “‘ An Alexis send Ich Dich”’), and ‘* Die Sylphen.” 

1766—1846. WEIGL, JOSEPH; b. at Eisenstadt, d. at Vienna. 
Pupil of Albrechtsberger. Composer of the operas ‘‘ Die 
Unniitze Vorsicht ” (1782), ‘Il Pazzo per Forza” (Vienna), 
‘*La Caffettiera,” ‘‘La Principessa D’Amalfi,” ‘‘Giulietta ¢ 
Pierrotto,” ‘* L’Amor Marinaro” (“ Der Korsar aus Liebe ’’), 
**TAcademiadel Maestro Cisolfaut,” ‘*I Solitari,”’ * L’Uni- 
forme,”’ ** I] Principe Invisibile,” ‘‘ Cleopatra,” ‘* Il Rivale 
di se Stesso,” ‘*L’Imboscata” (the last three were written 
for Milan), ‘L’Orfana D’Inghilterra’’ (“‘ Margarethe von 
Anjou ”’), ‘‘Das Petermiannchen,” ‘‘ Der Strazzensammler,’ 
‘Das Dorf im Gebirge,” ‘‘Das Waisenhaus,” ‘‘ Lie 
Schweizerfamilie” (1809), ‘ Franziska von Foix,”’ “ Vesta’s 
Feuer,” ‘‘ Der Bergsturz,” ‘‘ Kaiser Hadrian,” ‘‘ Die Jugend 
Peter des Grossen,” ‘‘ Baal’s Sturz,” and ‘‘Die Eiserne 
Pforte.” Of his five operettas, ‘‘ Adrian von Ostade ” wag 
the most popular. 

1766— 1803. StissMAYER, FRANZ XAVER; b. at Stadt Steyr 
(Upper Austria), d. at Vienna. .Pupil of Mozart. Composer 
of the biblical drama ‘‘ Moses ;” of the operas ‘ Die Schéne 
Schusterinn,” ‘ Der Spiegel con Arkadien,” ‘Die Edle 
Rache,” “ Die Freiwilligen,” ‘* Der Wildfang,” ‘ Gilnare,”” 
“List and Zufall,” ‘* So/iman J/.,” ‘*Phasma,” ‘Der 
Marktschreier,” ‘‘ Die Liebe im Serail” (for Prague), ‘II 
Musulmanno in Napoli,” and ‘L’Incanto Superato,” ‘| 
due Gobbi.” See Beethoven’s beautiful variations on the 
air “‘ Taéndeln and Scherzen” from the opera ‘‘ Soliman II.” 

1766—1821. WEBER, BERNHARD ANSELM; b. at Mannheim, 
d. at Berlin. Pupil of Abbé Vogler. Composer of the 
operas ‘* Diodata,” ‘‘ Hermann und Thusnelde” (both to 
words of Kotzebue), ‘* Der Kosak,” and ‘* Mudarra.” 

1766—1807. EBFRL, ANTON ; b. at Vienna, d. there. Com- 
poser of the operas “ Marchande de Modes,” ‘‘ Die Kéni- 
ginn der Schwarzen Inseln,” ‘‘ Die Zigeuner,” “ Die Hexe 
Megiie,” ‘‘ Graf Balduin von Flandern.” 

1767—1821. , ROMBERG, ANDREAS; b. at Vechte (Miinster), 
d. at Gotha. Composer of eight operas, of which ‘ Die 
Grossmuth des Scipio” and “Die Ruinen von Paluzzi” 
were the most successful. i 

1767—1835. MULLER, WENZEL; b. at Tiirnau (Moravia), d. 
at Baden (near Vienna). Composer of about 200 comic 
operas, of which ‘‘Das Sonntagskind,” ‘* Die Schwestern 
von Prag,’ ‘Die Teufelsmiihle,” were the most popular, 
Miiller was essentially the favourite composer of the Viennese 
and Austrian public. Many of his airs are still popular, 
althc ugh it is not known that Miiller is their composer. 

1768—1822. HENNEBERG, JOHANN Baptist; b. at Vienna, 
d. there. Composer of the Singspiele ‘‘ Conrad Langbart 
von Friedburg,” ‘* Die Waldminner,” ‘‘ Das Jiigermidchen ” 
(second act), ‘‘ Kénigspflicht” (first act), ‘‘ Der Scheeren- 
schleifer,” ‘* Die Eisenkoniginn,” &c. All these were per- 
formed in Vienna, 

(To be continued). 








OUR MUSIC PAGES. 


IN our last number, Jensen’s song, “Spring Night,” was- 
printed by mistake in “ Our Music Pages,” instead of 
Mr. Pauer’s transcription of the work, which we now 
present to our readers. As the transcription was noticed 
in the letterpress last month, further comment now is. 
unnecessary. 
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Foreign Correspondence, 


MUSIC IN LEIPZIG. 
(FROM OUR SPECIAL CORRESPONDENT.) 


OUR winter season seems to be endless, like the winterly 
-cold that returns again and again, allowing us only now 
and then a warmer day. We have to report you, first of 
all, a very numerously-attended soirée of Herr Gustav 
Tyson-Wolf in the salon of the Hétel de Prusse. The 
-concert-giver has only very recently come back to reside 
in Germany, his native country ; for more than twenty 
years he had been living at Bradford. in England, where 
he worked very successfully as a teacher. His talent 
for composition is very remarkable, and showed itself 
strongest in the Trio for Piano, Violin, and Violoncello, 
that was placed at the beginning of the concert, and was 
executed by Herren Dr. Reinecke, Concertmeister Petri, 
and Schulz. It is throughout a jubilant creation, full of 
noble ideas, that are moreover effective, well worked 
out as to form, and interesting from its meritorious poly- 
phonic style. We were less pleased with the choral 
‘work that finished the evening, “Der Spielmann von 
Luys,” for female choir, soprano and baritone solo, with 
piano accompaniment. The work lacks a real climax, 
and the invention is not as happy as in the trio. Be- 
tween these two larger works we heard still a number of 
very pretty lieder and duets, besides some solo pieces 
for violin and violoncello, both with pianoforte accom- 
paniment. Among these pieces a very nice, though 
somewhat too much spun-out Gavotte is worthy of 
remark. All the pieces were warmly received. 

Herr Paul von Tank6 gave again a concert in the room 
of the old Gewandhaus to make propaganda for his new 
keys (C/aviatur). He is too little of an artist and vir- 
tuoso to be able to attain his end, so it must be avowed 
that we have heard all the pieces he executed already 
far better on our old honest keys. 

The opera brought, besides several repetitions of Hof- 
mann’s Erzdhlungen, and Siegfried by Richard Wagner. 
The first performance was before an almost full house, 
and met with an enthusiastic reception. At the second 
performance the house was decidedly emptier. 

The Riedel’scher Verein gave a concert on ‘the 17th of 
May in the St. Peter’s Church, in which solely “a capella” 
works were sung, and for the most part with good success. 
Now’ and then, indeed, the choir was not faultless re- 
garding the purity of intonation, so that much was left to 
be desired. We heard Palestrina's Stabat Mater; the 
eight-voice Crucifixus, by Lotti; Wethnachtslieder, by 
Michael Praetorius and Joh. Eccard ; a motet for two 
choirs by Bach, /ch lasse Dich nicht; Liszt’s Paternoster 
from his oratorio Christus; and Schubert’s wonderful 
andante theme out of his quartet in D minor, that was 
called in the programme P2/ger auf Erden, by Cornelius 
Schubert, arranged for mixed choir by Carl Riedel. But 
why is the name of Peter Cornelius given as being 
musically concerned in the work done as musician, when 
the ideas are Schubert’s, and when Riedel undertook the 
simple work of adapting the string quartet composition 
for mixed choir? It reminds one of the Hungarian 
dances that Brahms arranged for piano and Joachim for 
violin, or some one else for orchestra. The programme 
says always “ Hungarian dances by Brahms,” though, in- 
deed, Brahms had nothing to do with them ; the invention 
is, as we all know, not his own, and he has nothing to do 
with any mew arrangement. At the same concert we 
heard two new singers, Fraulein Béckow and Fraulein 
Krenz, and our well-known organ player Herr Horneyer. 
‘The Bach-Verein gave a concert at the old Gewandhaus, 





and as the concert was quite free it was very well patron- 
ised. We heard Bach’s eight-part cantata un ist das 
Heil, but we cannot say much of the performance ; a suite 
also for violoncello, played by Herr Julius Klengel ; and 
a concerto for three pianos in D minor, executed by 
Herren Rehberg, Weidenbach, and Ruthardt. The suite 
was rendered in masterly style by Herr Klengel, as also 
a sonata of Marcello, and both brought him rich applause 
and many “ calls.” Besides these works we heard the choir 
in a very good performance of Pfingstlied by Eccard, 
Abschiedslied by H. Isaak, and two old English madrigals 
by Jos. Dowland and Jos. Herd. We have only to 
report further the very successful “appearance” of Herr 
Lorenzo Riese from the Court Theatre in Dresden, who 
sang at our theatre here the “Arnold” from Tei, 
“Tvanhoe” in Marschner’s Templer und Fiidin, and the 
“ Masaniello” in the Stumme von Portici, and had great 
success in consequence of his brilliant voice and his emi- 
nently artistic singing. In his honour the theatre was 
well filled, though it is now for the most part only poorly 
attended. 








Rebiews, 


—@e— 
Ungarisch. By FERD. DavipD. Transcribed for the 
Pianoforte by E. PAUER. London: Augener & Co. 
Ungarisch (Hungarian) is one of the twenty-four pieces 
for violin and piano by Ferdinand David, entitled 
Bunte Rethe (Varied Series), which we reviewed a couple 
of months ago. As we then did not stint our admiration 
for the fancy and musicianship by which these com- 
positions are distinguished,. the reader will not be 
surprised that we now welcome the above-mentioned 
transcription. Our only wish in connection with this 
latter is that Mr. Pauer may not rest content with 
giving us this single specimen; for there are other 
numbers which have claims to the same honour _‘ Fresh- 
ness and liveliness characterise Ungarisch, which, like 
almost all compositions in the Hungarian style (of which 
it lacks some of the most striking rhythmic and melodic 
peculiarities) is in binary time (2). 


In the Mountains (Im Gebirg), four Pianoforte pieces, 
Op. 7; and Album Leaves (Albumblitter), for the 
Pianoforte, Op. 8. By SWAN HENNEsSy. London: 
Augener & Co. 

THESE compositions give us an even better opinion of 

the composer than those we noticed on a former occasion. 

They are indeed more delicately felt and elaborated than 

anything of his we have as yet seen. There can be no 

doubt as to his possession of very considerable musical 
talent: he has a poetic temperament, refined taste, and 
artistic conscience. What he must guard against is over- 
indulgence in fragmentariness, subtilisation, and Schu- 
mannism. His discipleship (also indicated by the 
dedications of the works to Theodor Kirchner and Mme. 

Schumann) becomes at times too conspicuous. To it we 

attribute the recherché nature of much in his rhythms and 

harmonies—that subtilisation of which we spoke. Mr. 

Hennessy should, with all the energy at his disposal, 

resist the tendency, very strongly developed in him, to 

stop short after slight suggestions and vague beginnings. 

If he fails to do so he runs the danger of raising curiosity 

and not satisfying it, a proceeding which readers and 

hearers generally resent. Our remarks about fragmentari- 
ness, however, apply by no means to all the pieces, they 
only point out a general tendency of the composer. We 
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abstain from further comment on these noteworthy com- 
positions because, as their merit lies especially in subtle 
touches and fugitive moods, only a minute analysis could 
do justice to them. 


Celebrated Concert Studies for the Pianoforte. Edited 

and fingered by E. PAUER. London: Augener & Co. 
THE last instalment of this interesting series is Charles 
Mayer’s Tremolo (air ztalien). It presents itself in the 
main—leaving out of account an important episode—as a 
theme first plainly, then more richly accompanied, and 
lastly, again differently accompanied and resolved into a 
rapid reiteration of notes. Hence the name; one kind of 
pianoforte ¢remolo being produced, as every player of the 
instrument knows, by close-following percussions with 
changing fingers, That the composer succeeded in pro- 
ducing an effective piece, full of brilliance and thoroughly 
pianistic, goes without saying—the name of Charles 
Mayer is a sufficient guarantee for that. As in the pre- 
ceding numbers the editing, fingering, and printing, leave 
nothing to be desired. We are therefore glad to see from 
certain empty spaces on the title-page that the 4oth num- 
ber is not to be the last. 


Parade. March for Pianoforte Duet. By CORNELIUS 


GURLITT. London: Augener & Co. 
WE recommend this piece to lovers of military music, 
who without much skill or exertion may here follow the 
bent of their disposition and inspirit their warlike souls. 
The Parade March will also be found suitable by teachers 
for encouraging languid pupils. 


Morceaux favoris pour Piano 4 quatre mains. Nos. 27 


and 28. London: Augener & Co. 


THE numbers before usare the delightful “RanzdesVaches” 
from Rossini’s Guillaume Tell (arranged by E. Pauer) 
and Ferdinand Hiller’s stirring march in C major. Both 
pieces are easy, sound well, and have the additional and 
not altogether unimportant advantage of being good 
music. Having said thus much, it seems to us that we 
have said enough—at least, sapzent? sat. 


The Switzers Lament. 
the pianoforte and violoncello. 
London : Augener & Co. 

HEINRICH PROCH (4. 1809 at Vienna) enjoyed in Ger- 
many at one time a great popularity as a song composer. 
His style of writing was not that of Schubert or Schu- 
mann, but that easy, obvious melodious one which catches 
the ears of the many. One of the greatest favourites 
was the song “Von der Alpe tént das Horn,” now, how- 
ever, rarely heard. ‘The Switzer’s Lament,” the song 
before us, may be regarded as a fair sample of Proch’s 
article in its strength and weakness. 


Song with accompaniment of 
By H. PROCH. 


Strollers’ Society (Dublin) Series of Quartets for Male 
Voices. (Augener’s Edition Nos. 4846, 4847, and 
4848, net, 3d. each.) London: Augener & Co. 

WE may unhesitatingly call these three quartets the 

most popular specimens of the vast literature of German 

part-songs for male voices. They must have been 
millions of times sung : every society includes them in 
its repertory, every man, woman, and child, knows them. 

They represent three genera: G. Reichardt’s “The 





Patriot’s Fatherland,” the patriotic; C. G. Reissiger’s 
“The Frontier Line,” the martial; and C. Kreutzer’s 
“The Chapel,” the idyllic. The name of the first will 
hardly suggest to the reader the famous “ What is the 
German’s. Fatherland?” Mr. Thomas Fagan has 
wisely and deftly given the words a turn more to our 
taste: “What is the Briton’s fatherland? Where’er 
extends that Empire grand, where freedom dwells, and 
in our tongue the praises of our God are sung, there shall 
it be!” Nor are these three part-songs merely the most 
popular of their kind, they are also among the most 
felicitous. : 


Immanuel. A Sacred Cantata, By W. SPARK, Mus.D. 
Manchester and London: John Heywood. 
IT is not likely that this cantata will satisfy cultured 
musicians and the frequenters of first-class concerts, but 
we have no doubt that it hits the aim which the composer 
had in view. What this aim was we learn from the pre- 
face, where Dr. Spark tells us that /manued is not an 
ambitious work ; that it contains no attempt at sensa- 
tional or abstruse writing, modern asceticism [zstheti- 
cism?], or “music of the future” theories; that the 
original intention was to name it “ An Oratorio for Young 
Persons,” suitable for small. choirs and non-aspiring 
choral societies; and that, although alterations and 
additions have been made that may probably lead some 
to think that it goes a little further than this, there are, 
nevertheless, no difficulties in the work likely to deter 
ordinary singers from surmounting them. The composer 
is right. He contents himself with the most modest employ- 
ment of the simplest resources of the art. The work, 
which consists of recitatives, solos, choruses, and two 
symphonies (one introductory, one pastoral), is melodious 
throughout, and has the further attractions of three 
popular hymn tunes—“ St. Peter,” “ Adeste Fideles,” and 
“Luther Hymn ”—which the composer wishes to be 
sung by the whole audience. manuel is the first part 
of a work which Dr. Spark intends to supplement by a 


.second part, the former treating of the childhood of 


Christ, the latter of our Lord’s ministry down to the entry 
into Jerusalem, which'two parts, he says, will make a com- 
plete oratorio, lasting in performance about two hours. 
The words were compiled by the Rev. Dr. Conder under 
the direction of the composer. 


Lectures on Musical Analysis. By HENRY C. BANISTER. 
London : George Bell and Sons. 
MR. BANISTER’S lectures are a substantial if not a bril- 
liant contribution to musical literature. If he does not 
explore the principles underlying all forms, if he does not 
impart to his treatment of the subject the glow and 
colouring of a poetic imagination, he certainly places 
before his readers fully and intelligently the facts regard- 
ing form that present themselves in the classical instru- 
mental compositions. This book, like others from the 
same hand, is thoroughly sound, and from beginning to 
end testifies to the excellent musicianship, patient studious- - 
ness, and earnest thoughtfulness of its maker. There are 
altogether sixteen lectures, and in them: Mr. Banister 
treats, after some introductory matter, of the movement 
of continuity (first movement sonata form), the movement 
of episode (various rondo forms), the fugue, and excep- 
tional structures. What gives special value to this 
publication is the great number of aptly-chosen examples 
illustrating the letterpress. We think the author, before 
printing his lectures, should have removed those phrases 
and remarks which were suitable when he addressed his 
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A. JENSEN. 


A SPRING NIGHT. 


(Friihlingsnackt.) 
Wie, Transcribed by E. Pauer. 
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pupils at the Royal Normal College and Academy of 
Music for the Blind, but which are out of place when he 
addresses the public at large. We may here remark that 
the lectures presuppose in the reader not only practical 
acquaintance with music, but also some knowledge of 
harmony. Without references to modulation, cadences, 
and key relationship, form cannot, of course, be satis- 
factorily explained. The author, however, made a mistake 
in introducing so many episodical discussions on harmonic 
points which throw no light on the main subject, and 
distract the attention of the reader. Most of these dis- 
cussions are brief, some, however, of considerable length, 
as, for instance, the disquisition on the introduction to 
Mozart’s string quartet, No. 6 (pp. 110—114). The di- 
gression does not admit even of the excuse that it con- 
clusively shows how it is that the passage in question 
offends against a rule, and, nevertheless, ought not to be 
condemned. In fact, our author flutters helplessly be- 
tween his submissiveness to rules and his admiration for 
Mozart. If we wish to solve the problem, to find a 
sufficient reason of the strange phenomenon, we must 
look for something more radical, something more uni- 
versal, something of greater depth and width than a rule, 
namely, for a principle. Mr. Banister is a thorough 
conservative, but with such liberal inclinations that 
his conservatism at times trembles at his liberalism. 
Hence the frequent explanations and cautions we 
meet with in the course of the book. Having, 
for instance, spoken approvingly of Beethoven’s depar- 
tures from the conventional practice, he adds : ‘‘ Do not 
think, moreover, that departure from conventionality was 
the distinguishing proof or manifestation of his genius. 
He adhered to accepted order much more than he de- 
parted from it” (p. 77). We doubt the correctness of 
the statement in the first sentence, and can imagine 
the possibility of the correctness of that of the second 
being likewise challenged. However, this is a matter 
of opinion, and Mr. Banister is just as likely to form a 
right one as we ourselves. Another questionable opinion 
occurs on p. 3. “Chopin and Dussek—very different 
composers—were geniuses, but not masters. Hummel 
was a master, but not a genius.” We can understand 
the contraposition of Chopin and Hummel, but not that of 
Dussek and Hummel. Was Dussek a genius? We think 
not, unless we lower the value of the word. Further, 
Dussek was different from Chopin, not only in kind but 
also in degree. Nor can we withhold the appellation of 
genius4rom Hummel, if we grant it to Dussek. Whilst 
admitting Hummel’s mastery of the resources of the art, 
we assert that Chopin, although deficient in the larger 
forms, proved himself a greater master than Hummel in 
the smaller forms. We do not believe that the author’s 
opinion is “the general one among mature and com- 
petent musicians.”- Enough of criticism! And now a 
few words more to characterise the contents of the 
lectures. They treat not of all forms, not even of all 
instrumental forms, but only of the classical instrumental 
forms, more especially those to be found in the works of 
the composers from Haydn to Beethoven. After Beeth- 
oven, the author does not go beyond Mendelssohn ; and 
Schumann is mentioned only once. Of Haydn’s pre- 
decessors only J. S. Bach and Handel come within the 
author’s scheme, chiefly in connection with the fugue, 
suite, and partita. Let it be further noted that pianoforte 
music receives most attention, next to it, chamber music, 
and next to this, orchestral music. These are the limits 
Mr. Banister has set to his treatment of the subject, and 
accepting these limits we cannot but say that he has 
furnished an excellent book on musical analysis—a book 
which does him great credit. 





Mustk-Lextkon. Von Dr. HUGO RIEMANN. Dritte Auflage. 
Leipzig : Max Hesse. 

As it is our intention to review this work more fully on 
its completion, we shall say on this occasion no more 
than that since our last notice there have appeared four 
double parts (g—16), the last of which reaches the article 
Rhythmik. Many new articles and additions to articles 
of the earlier editions we have noticed in the present as 
well as jn the preceding Numbers. Two more double 
Numbers will no doubt bring the work to its conclusion. 


The Ride to Ware, a Humorous Cantata. The words | 
adapted from Cowper’s Poem by EDWARD OXENFORD; 
the music composed by W. C. LEvEy. (Augener’s 
Edition No.9,097, net 2s. 6d.). London: Augener & Co. 

THE story of “John Gi:pin,” so admirably adapted for 
musical treatment, has here fallen into good hands. Mr. 
Levey has acquired some reputation as a composer of 
songs and cantatas in the popular style, and in “The 
Ride to Ware” he has made a distinct advance. Small 
choral societies will find this work very useful ; as, with- 
out making very strong demands or. their vocal and other 
resources, the interest is maintained with unflagging spirit 
and vigour to the end. The practice of performing small 
cantatas at school commemorations is largely on the in- 
crease, and “The Ride to Ware” is well suited for per- 
formance on such occasions. That Mr. Oxenford’s share 
of the work has been well done goes without saying. 


Harmony, a Song. Composed by A. E. ARMSTRONG. 

(Compass C—F.) London: Augener & Co. 
THIs is a very effective composition, quite the best new 
song we have seen this season. There is that ring of true 
musicianship about it, which we miss in much of the 
flippant twaddle so unblushingly foisted on the public. 
The melody is pleasing, the accompaniment interesting, 
and not too difficult. We can strongly recommend 
“Harmony ”.to those in search of a really good new 
song. 


Ye Spotted Snakes. B. LUTGEN. Novello, Ewer, & Co. 
THIs “ fairy song and lullaby ” is a simple and melodious 
setting of Shakespeare’s well-known lyric in. A Midsumser 
Night's Dream. Tae melody is quite of the Italian type, 
and the accompaniment interesting though unpretentious. 
Mr. Liitgen’s work may be commended as a useful ad- 
dition to the repertory of schools and singing-classes. 


CGuvres pour Piano. Par, WALTER BROOKS. 
“La Vivacité ;” 8B, “ Etude chantante.”) 
Augener & Co. 

IN these two pieces, the composer of “ Feu follet” and 

“ Marche féerique” gives further proof of his ability to 

write music that is at once grateful and original. Both 

compositions are well adapted for drawing-room or school 
use. 


(No. 8A 
London : 


(uvres Choisies pour Piano. Par EDUARD POT]Es. 
London : Augener & Co. 

THE works before us comprise a Villanella, Op. 9 ; Deux 

Danses (Danse des Aulnes and Danse Hongroise), Op. 

1o ; and a Valse Brillante, Op. 11. There is much fresh- 

ness and originality about all of them. The first theme 
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of “Villanella,” a chromatic melody in the right hand, ac- 
companied by chords @ /a vaise in the left, at once arrests 
attention. This is subsequently relieved by subsidiary 
themes in A flat and F minor, with a drone bass, giving 
somewhat of the Musette character to this section. 

The charming simplicity of the “ Danse des Aulnes” 
makes an effective contrast with the fiery vigour of the 
companion piece, “ Danse Hongroise.” Sprightliness and 
verve mark every bar of the “ Valse Brillante,” which, 
moreover, shows up the individuality of the composer in 
the strongest light. Eduard Potjes is a pianoforte writer 
of mark with a future of great promise. 


Songs by the Sea. 12 Trios for female voices. Composed 
by H. F. SHARPE. London: Augener & Co. 
AMATEURS in search of characteristic music, deeply im- 
bued with the modern spirit, will find something to their 
taste in the trios before us. “All is Calm,” the first 
of the series, rather reminds one of Brahms in its har- 
monies, but without a shadow of plagiarism. The piano- 
forte part is not a mere humdrum accompaniment, but 
an integral part of the structure. We look forward with 
interest to the continuation of this series of “Songs by 

the Sea.” 


Jubilee Ode. Composed by HELENE HEALE. London: 


Novello, Ewer, & Co. 

Miss HEALE is well known to the musical world as a 
composer of merit and also as a very clever arranger. 
We are, therefore, glad to find a work from her pen 
among the many loyal productions composed in honour 
of Her Majesty’s Jubilee. Miss Juliette Heale, sister of 
the composer, has supplied the words, which are tasteful 
and appropriate. The music is carefully written, and, 
without being highly original, bears the stamp of excellent 
scholarship. We may add that the Ode is by special per- 
mission dedicated to Her Majesty the Queen. 








Concerts, 


—— 





ROYAL COLLEGE OF MUSIC. 


Four concerts of chamber music have, since our last | 
notice, taken place in the commodious and acoustically | 
admirable room of Alexandra House. It is satisfactory to | 
note considerable improvement in the vocal department : | 
Miss Nunn, Miss Anna Russell, Miss Himing, Miss 
Elvidge, and Miss Rose Price, may be approvingly men- 
tioned as exhibiting most promise. Songs, the composi- 
tion of students, have been heard with pleasurable 
interest. Mr. Charles Wood and Mr. Barton, the com- 
posers, display taste in the selecton of their lyrics, and 
refinement in their treatment of them; but the former 
should strive in the direction of thematic definiteness. 
Mr. Barton’s “acccmpaniments” show much freedom 
and independence. 

The usual excellence has characterised most of the 
instrumental numbers. Performances of Brahms’ Quartet 
in A for piano and strings; Schubert’s in A minor for 
strings only; Beethoven’s No. 1 in F; Mozart’s in D 
minor, No. 2; Schumann’s Trio, Op. 110, for piano and 
strings ; and Spohr’s pretty but feeble Nonet for violin, 
viola, 2 ‘cellos, flute, oboe, clarinet, bassoon, and horn— 
have each been remarkable for care, finish, and excellence 
of ensemble. 





Mr. Sutcliffe, in excerpts from Bach and Tartini; 


Master Stephenson, a youth of much promise; and 
Miss Donkersley, have, as violinists, done credit to their 
alma mater; and Mr. Kreuz’s viola playing was sound as 
usual. Of the pianists, Master Spencer, a lad of twelve, 
in two brilliant pieces by Scarlatti ; Miss Hallett, by a 
very meritorious performance of Beethoven’s Affas- 
stonata; Miss Hannah Parry; Miss Annie Grimson ; and 
Miss Polyxena Fletcher, in Liszt’s Etude in F, have up- 
held the already high reputation earned by the College 
inthis department. The admirable eclecticism evinced in 
the composition of the programmes, though no longer a 
new theme upon which to descant, shou'd receive a word 
of acknowledgment. E. F. J. 


PHILHARMONIC SOCIETY. 


THE concerts given by the Philharmonic Society since 
our last notice having proceeded in a well-beaten track, 
a few remarks on the subject will suffice. The Sym- 
phonies given were Spohr’s Op. 78, in C minor, in which 
that beautiful phrase in the adagzo for.“ strings,” unisono, 
which probably served as the prototype of the famous 
Prelude to Act V. in Meyerbeer’s A/ricaine, stands out 
from the rest, and Haydn’s somewhat primitive No, 1, 
in C, from the “Salomon” set, besides Schumann’s fanci- 
ful Symphony without a slow movement, styled “ Over- 
ture, scherzo, and finale,” popularised by Herr A. Manns, 
at the Crystal Palace Concerts. Beethoven’s Leonore 
Overture was taken decidedly too slow in the initial 
adagio and too fast in the final a//egro. Sterndale Ben- 
nett’s interesting and melodious Caprice in E, for piano 
and orchestra, afforded to Miss Fanny Davies a favourable 
opportunity for a neat execution of the brilliant solo part ; 
and Mlle. Anna Eissler gave a satisfactory rendering, 
although with a somewhat thin tone, of Vieuxtemps’ 
“ Fantasia appassionata,” Op. 35, for violin and orchestra ; 
but still better was that of the same composer’s “ Intro- 
duction and Rondo,” by Miss Nettie Carpenter, who 
must be included among the most artistic violinists now 
before the public. The recent more frequent repro- 
duction of the Belgian composer’s elegant compositions, 
against endless repetitions of Mendelssohn’s Concerto 
and other hackneyed works, is a gratifying feature. Another 
marked impression was created by M. Saint-Saéns’ per- 
formance of the pianoforte part in Mozart’s’ Concerto in 
E flat, No. 6, with Mozartian grace and finish, adding 
two cadenzas conceived in the true spirit of the work. 
Signor Alberto Randegger’s new concert aria, “ Prayer of 
Nature,” is written in an essentially declamatory style of 
a conventional type, affording to Mr. Edward Lloyd an 
almost too copious display of his brilliant high notes, 
which suffice to secure the success of any vocal compo- 
sition. Miss Ella Russell overtaxed her vocal attain- 
ments by singing Meyerbeer’s “ Shadow ” song, requiring 
a more finished execution and a better shake; and the 
duet from Gounod’s Romeo et Juliette, rendered by the 
two above-named vocalists, proved once more that the 
French composer’s faculty for writing effective love duets 
came to an end with his garden scene in Faust. On 
the other hand, this last-named opera would scarcely 
be eclipsed by a revival of Spohr’s work of the same 
name, taking the aria, “ Questi affetti,” well sung by Mlle. 
Nordica, as a sample; for anything more incongruous 
than this antiquated bravura style applied to that text 
could not well be imagined. The orchestral pieces were 
well played by the band, but the accompaniments of the 
soli left much to be desired. The delay in joining the 
singer’s last note in the “Shadow” song was, however, 
made up for by starting too soon at the opening of Stern- 
dale Bennett’s Caprice. Sir Arthur Sullivan conducted. 





July 1, 1887.) THE MONTHLY 


MUSICAL RECORD. 


161 





MADAME NORMAN-NERUDA’S CONCERTS. 
MADAME NoRMAN-NERUDA gave two orchestral concerts 
at St. James’s Hall. The name of this justly-famed 
violin virtuoso, who, by the way, fully realised, like few of 
the genus “enfant prodige,” the high anticipations held 
out since her début as “ Little Wilhelmine Néruda, six 
years of age,” at the Salle Streicher at Vienna, is the 
amplest guarantee that the performance of the pieces 
selected for the occasion—including compositions by 
S. Bach, Mozart, Mendelssohn, Vieuxtemps, Raff, and 
last but not least, Beethoven’s great Concerto—was of the 
highest standard of excellence. The _hypercritical 
might have descried an occasional infusion of manly 
vigour into the last-named essentially masculine work, 
but even this resolves itself, in the case of a lady, into an 
indirect compliment. Considerable importance was 
added to the scheme by an excellent performance, under 
Herr Charles Hallé’s conductorship, of Haydn’s Sym- 
phony in D minor. 

That this should have been the first performance in 
London of this fully-developed and richly-scored master- 
piece, at a time when every scrap of posthumous dis- 
coveries is brought to a hearing, is almost as incredible 
as that Beethoven’s celebrated “ Harfenquartet” should, 
only a few weeks ago have been played for the first time 
at Birmingham, or that Hans Richter should have been 
the first to introduce a Beethoven Symphony in a prin- 
cipal town of one of the most populated midland 
counties, and yet, according to some, we are a musical 
nation par excellence! Besides passages of actual grandeur” 
as, par exemple, the opening subject, the Symphony 
abounds in veculiarly Haydnesque ¢razts d’esprit, such as 
some unexpected “general pauses” in the second part of 
the first movement, which caused a startled neighbour to 
mutter, “‘ There is something wrong!” How much more 
of real expression and impressiveness is there in the 
silence of the great than in the intensity and striving 
after effect of the groundling ! 


RICHTER CONCERTS. 


THE most salient features worthy of notice in the “ Richter 
Concerts” were Brahms’ magnificent “ Akademische Fest- 
Ouverture.” An awkward slip having occurred in its 
performance, followed by an unexpected repetition of the 
work, the famous chef stepped forward, and amidst breath- 
less silence spoke with touching frankness as follows :— 
“‘ Ladies and gentlemen, the slip was not the mistake of 
the band, but mine.” (Many a conductor would have 
“looked daggers” at the band to conceal his own 
blunder.) Prolonged cheers greeted the noble-minded 
acknowledgment of an error due to a change from % to 4 
in the beat, overlooked by Hans Richter, who conducted 
from memory. 

Briickner’s 7th Symphony in E was the fidce de 
résistance, but, against which a feeble “resistance,” as 
has been said elsewhere, was offered by many of the 
audience, who left e# masse long before the termina- 
tion of the work, which has been aptly likened to a dismal 
dream evolved from the overheated brain of an orchestral 
member after twenty successive rehearsals of 777stan and 
Isolde. The “first performance” of the symphony by 
Bruckner, who appears to owe his support to the extreme 
Wagner party, being probably the last, detailed criticism 
Is unnecessary. Special praise is due to Mlle. Pauline 
Cramer for her highly artistic singing, jointly with Mr. 
E. Lloyd, in the difficult “ Love Duet” from Wagner’s 
Walkiire, literally at a few hours’ notice, which few, if 
any other, vocalists in London could have accomplished. 





The clever translator of the German text should revise 
the lines, “O loveliest lute, to which I now listen ;” for 
“ Laute” standing here in the plural signifies ‘ sounds ” 
or “ words,” not “lute,” which is “ Laute” in the singular. 

Compared with Briickner’s above-mentioned unin- 
spired, lengthy, and dreary work, the two symphonies 
by native composers, brought out for the first time, 
viz, C. Hubert H. Parry’s No. 2 in F, and F. H. 
Cowen’s No. 5, in the same key, are perfect masterpieces 
of creative power; but also apart from such com- 
parison, both the last-named works are marked by 
qualities of high excellence. To enter into a detailed 
review of these important compusitions space does not 
permit. Suffice it to say that in both the two middle 
movements are the best, the first movements lacking 
compactness, whilst the /ima/e, especially in the case of 
Parry’s Symphony, do not possess that culminating inte- 
rest which is a necessary condition to a satisfactory final 
impression. If asked to mike a choice, Cowen’s must, 
after a first hearing, be pronounced the more distinctly 
individual, loftier in thought, and therefore preferable 
work ; but both symphonies would be a credit to any 
musical nationality, and both engender a decided wish 
for a second hearing. 

A. Dvor4k proved once more, by his “Symphonic 
Variations,” written in the composer’s freshest period 
(1877), as well as by his “ Scherzo capriccioso,” that 
orchestral writing on themes of a national tinge is the 
Bohemian composer’s true element, both works being 
instinct with beauty, both in respect of musical invention 
and instrumental effects. Yet another symphony from a 
native pen, C. V. Stanford’s “Irish,” in F minor, is 
announced for early performance. Is the distinguished 
Viennese conductor not carrying his regard for native 
talent somewhat beyond the subscribers’ wishes? the 
primary purpose and raison d’étre of these concerts con- 
sisting in model performances of works, familiar and 
unfamiliar, of acknowledged worth, rather than in the 
experimental production of compositions of untried 
merit. 





THE HANDEL SOCIETY. 


THE Handel Society gave two concerts at Prince’s Hall 
and at the new “ People’s Palace” in the Mile End Road), 
East, which were distinguished by numerous features o! 
excellence both in the selection of the pieces and their 
execution. Special commendation is due to the 
“ violins,” chiefly composed of ladies, who set a worthy 
example in their earnest pursuit of musical art at this pro- 
minent amateur society. Cherubini’s Dead Mass in C 
minor presented in an artistic sense an excellent con- 
trast to the class of music now en vogue, from “ Jubilee” 
Pianoforte Recitals to “ Jubilee” Cantatas, and “ Musical 
Jubilation Mixtures.” Great praise must also be given 
to the research and spirit of enterprise of the conductor, 
Mr. F. A. W. Docker, in bringing forward such works as 
Rheinberger’s charming cantata Clarice of Eberstein 
at a previous concert, and Adolf Jensen’s tuneful and 
musicianly Feast of Adonis on the occasions under 
notice, more especially considering the indiscriminate and 
ridiculous abuse which is being heaped on modern Ger- 
man art by certain critics who ought to know better. 

The exceptional shortness of Handel's Coronation 
Anthem “Zadok the Priest,” against the almost inordinate 
length of the Andante from S. Bach’s concerto for two 
violins, seemed to constitute rather a “Bach” than a 
“ Handel Concert.” But of this no cause for complaint 
existed, especially as the duet was played in excellent 
style by Miss L. M. Nunn and the Hon. Edward Thesiger 
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at Prince’s Hall, whilst at the Eastern Palace the same 
lady’s violin solo supplied the chief artistic success, It 


must be confessed that at the last-named place the choir 
and band were, possibly under the influence of the un- 
wonted Eastern climate, hardly up to their usual mark. 








Musteal Potes. 


AFTER all the reports that have appeared in the dai'y 
papers, we need not say much about the terrible destruc. 
tion by fire of the Opéra-Comique (Paris) on the 25th of 
May, in the course of a performance of Ambroise Thomas’s 
Miznon. The number of victims is now officially stated 
to be 132. When, a few days after the disaster, M. 
Carvalho mustered his forces at the Variétés, seventeen 
persons were found wanting (chorus-singers, dancers, &c.). 
Nothing can be more gratifying than the ready and uni- 
versal helpfulness manifested on this sad occasion. The 
Chamber of Deputies voted at once a sum of 200,000 
francs for the relief of the sufferers ; concerts and /¢tes 
of all sorts were given for their benefit ; private donations 
came in freely on all hands ; and, as a. writer in L’Art 
Musical remarks, “in less than a fortnight Paris has 
found more than a million of francs for the assistance of 
the victims, and this charitable, perhaps exaggerated, 
zeal, so difficult to provoke elsewhere, stands here in need 
of being calmed.” At the above-mentioned meeting, M. 
Carvalho informed his forces that their full salaries would 
be paid up to the end of June, the usual term of the 
season. Nothing has as yet been decided with regard to 
the rebuilding of the theatre and the resumption of the 
performances next winter, but both matters are vigorously 
discussed, ana information about a settled plan and final 
arrangements may be looked for in the near future. 

E. CHABRIER’S Le Roi malgré lui (the words by Najac 
and Burani) passed the ordeal of a premiére representation, 
at the Opéra-Comique, on May 18, a week before the fire. 
The libretto is an adaptation of an old comedy of Ance- 
lot’s. Chabrier’s music to it has been described as abso- 
lutely French in conception and execution, notwithstanding 
its studied harmonic and rhythmic refinement and intricate 
orchestral combinations. 

THE Opéra-Populaire has thus far shown itself very 
active. The first of its novelties we have to record is 
Nadia, an opera in one act, the words by Paul Milliet, 
the music by Jules Bordier. The critics speak of the 
inspiration distinguée of the composer, and the remark- 
able technical knowledge testified by his instrumentation, 
and the variety of his harmonies. Another novelty of the 
Opéra-Populaire is the three-act opera Kérim, the words 
by Paul Milliet and Henri Lavedan, the music by Alfred 
Bruneau. M. Pougin gives in the Ménestrel a most 
distressing description of the work and the performance. 

DURING the first representation of Saint-Saens’ Henry 
VIII, at Marseilles, there was so much hissing and 
whistling that the performance had to be interrupted, the 
director stepping forward and stating that those who were 
not satisfied could get their money back. Some of the 
rowdies accepted the offer and left the house, after which 
the performance was continued without further dis- 
turbance. ; 

THE Communal Council of Rome has granted for the 
next three years an annual subvention of 190,000 francs 
for. the cultivation of opera at the Apollo, and at the 
Argentina when the demolition of the Apollo will be taken 
in hand. The number of operatic performances must be 
at least ninety. Signor Guglielmo Canori having pre- 
sented an acceptable scheme, he is to be the manager. 
As musical direttore’ and concertatore Signor Franco 





Faccio, the famous Milan conductor, had been permanently 
secured by the Council, that is to say, the Council thought 
it had, but afterwards found it had left out of account 
this gentleman’s fickleness. Among the singers already 
engaged by the zmpresario are Tamagno, Maurel, and 
Mmes. Amalie Stahr and De Teriane. The Council has 
also under consideration the project of a music-school 
annexed to the opera-house. 

THE Mondo Artistico furnishes the following interest- 
ing calculation. The tenor Tamagno, who created at 
Milan the part of Othello in Verdi’s opera of that name, 
received 40,000 francs per night, and, as he had altogether 
1,737 words to sing, was therefore paid at the rate of 
2 francs 30 centimes a word. 

THE Whitsuntide Lower Rhenish Musical Festival, 
which this year was held at Diisseldorf, passed off most 
brilliantly, especially the portions conducted by Hans 
Richter. Under his direction were performed, on the 
second day, Beethoven’s Zrofca and G major pianoforte 
concerto, Mendelsschn’s Fingalshihle, Wagner’s prelude 
to the Metstersinger, J. S. Bach’s Lobet Gott in seinen 
Reichen, and Weber’s cantata, Jn seiner Ordnung schafft 
der Herr. Handel’s Joshua, under Julius Tausch’s da/on, 
was brought to a hearing on the first day of the festival. 
The miscellaneous programme of the third and last day 
comprised, besides many solo pieces, vocal and instru- 
mental, Schumann’s B-flat major symphony, Julius 
Tausch’s Mirjams Siegesgesang, Berlioz’s Carnaval 
Romain, and Liszt’s first rhapsody—the last two com- 
positions conducted by Hans.Richter. Julius Tausch’s 
work for solo, chorus, and orchestra, received warm 
applause from the audience and high praise from the 
critics. Eugene D’Albert did not fail to inspire all with 
admiration ; but Hans Richter carried off the palm. Of 
the solo-singers we have yet to say that they (Rosa 
Sucher, Hermine Spiess, Gudehus, and Plank) gave great 
satisfaction, with this limitation, however, that Mme. 
Sucher did not feel quite at home—at any rate, was not 
at her best—in Handel and Bach. 

THE nature of the performances, and especially the 
nature of the programmes, of the Silesian Musical 
Festival (held at Breslau on June 5, 6, and 7), have given 
rise to great complaints and severe criticisms in the press. 
Carl Reinecke, of Leipzig, was the conductor, but the 
artistic direction of this festival was, as its predecessors, in 
the hands of Count Bolko von Hochberg, the present 
Intendant of the Berlin Court opera-house. The following 
were the principal works performed: Mozart’s Davidde 
penitente, Beethoven’s Der glorreiche Augenblick, Schu- 
mann’s Des Sdngers Fluch (a choral ballad), Bargiel’s 
61st Psalm, E. Fligel’s Mahomets Gesang, Reinecke’s 
C minor symphony, Schumann’s D minor symphony, 
Beethoven’s G major concerto (played by E. D’Albert), 
Liszt’s Orpheus (symphonic poem). The last-named 
work was played without harps. A children’s chorus in 
the cantata was sung by two ladies. 

THE programme of the Mozart cycle at the Hamburg 
opera-house planned for next season will be as follows: 
—(1) Scenic Prologue, by Adolf Philipp. /domeneus, 
Konig von Kreta. (2) Belmont und Constanze, oder: 
Die Entfiihrung aus dem Serail, and Der Schauspiel- 
Director, oder: Mozart und Schickaneder, a comic 
operettainoneact. (3) Die Hochzeit des Figaro. (4) Cost 
fan tutte. (5) Die Zauberflote. (6) Titus. (7) Don 
Juan. This last opera is to be in every respect the 
culminating point of the cycle, in order to be a worthy 
celebration of the centenary of the first performance of 
this masterpiece (Prague, Oct. 29, 1787). Don Juan will 
be given with the libretto revised by Max Kalbeck and a 
new mise en scene. 
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LAST month the performance of Wagner’s tetralogy 
(Rheingold, Watkiire, Siegfried, and Gétterdimmerung) 
was repeated in Dresden. At Leipzig Wagner’s Ring 
des Nibelung is at present also in course of performance 
(June 24—July 10}. 

THE Liszt museum at Weimar was inaugurated on the 
23rd of May. The ceremony, at which the Grand Duke, 
Grand Duchess, and other distinguished persons, ‘official 
and artistic, were present, consisted of the performance 
of Peter Cornelius’s arrangement of Schubert’s melody 
Pilger auf Erden for mixed chorus, sung by the soloists 
of the Weimar music-school, concucted by Hofcapell- 
meister Miiller-Hartung ; a speech by Dr. Adolf Stern, 
of Dresden (one of the directorate of the Allgemeine 
deutsche Musikverein), who presented to the Grand Duke 
Adolf Lehnert’s bust of the composer in the name of the 
Society ; and the singing of Liszt’s Ave Varia, which 
accompanied the unveiling of the bust. The sculptor is 
said to have produced an excellent likeness. 

A CONCERT for the pension fund of the orchestra 
which took place at Baden-Baden on June 6, under 
Felix Mottl’s direction, had a programme consisting, 
with one exception (Riibner’s violin concerto), entirely of 
compositions by Berlioz, Liszt, and Wagner. 

THE Philharmonic concert hall at Berlin is to be 
rebuilt, and in its new form will contain seats for 2,000 
persons, standing room for 1,090, and an orchestra for 
100 players and 500 singers. 

THE piece of news relative to Wagner’s symphony in 
C major which was brought last month turns out to be 
true in all respects but one—namely, the price to be paid 
for the rights of performance for one year is stated by 
Hermann Wolff, the extrepreneur, to be considerably less 
than 50,000 marks. The action of Wagner's family is 
universally blamed, even by the staunchest upholders of 
the master. Indeed, they ought to be much more dis- 
satisfied than his enemies ; for, apart from the merits or 
demerits of the work, the performances of it will be 
against the distinctly expressed wish of Wagner. Anton 
Seidl has acquired the right of performance in America, 
and Georg Henschel in England. At present an angry 
dispute is going on between Herr Ludwig Hartmann, of 
Dresden, and Herr Wilhelm Tappert, of Berlin, as to 
who discovered the lost symphony. The latter avers that 
Professor Fiirstenau found the parts at the house of the 
tenor Tichatschek, but that it was he (Tappert) who re- 
cognised the work as Wagner’s. This Herr Hartmann 
denies, saying that Herr Tappert has done no more than 
undertaken the postal transmission of the music. 

THE libretto of the romantic opera on which Brahms 
is engaged has been furnished him by J. V. Widmann, 
the author of the libretto of Goetz’s Taming of the Shrew. 
The librettist has taken as his subject Gozzi’s romantic 
comedy Zhe Open Secret. Both the composer and the 
poet are at present staying at the lake of Thun in 
Switzerland. We must, however, not omit to state that 
not only the correctness of these details, but even the 
truth of the main fact has been questioned. 

TERESINA TUA has been engaged for a fourteen 
months’ American concert-tour (Oct. 1, 1887, to April 15, 
1888), during which she will have to play 220 times. 
The sum of 120,000 marks (£6,000) and payment of hotel 
expenses for her and her companion, cannot be said to 
be an inadequate compensation for the labours she has 
undertaken. : 

THE first general meeting of the members of the 
Society for the erection of a Schumann monument at 
Zwickau took place in that town on Mty 3. The Society 
was founded in July, 1885, and at the end of 1886 its 
funds amounted to 4,652 marks (£232 12s.). Contribu- 





tions are received by the treasurer of the Society, the 
banker, Ferd. Ehrler, of Zwickau, in Saxony. 

FROM Naples is announced the death of the tenor 
Gaétano Fraschini, at the age of 73. 

AT Magdeburg died, on May 31, the Musik director, 
pianist, singing master, and composer, Chr. Friedr. 
Ehrlich, aged 80. Among his compositions are the 
operas Die Rosenmidchen and Konig Georg. This 
Ehrlich must not be confounded with the pianist and 
writer Heinrich Ehrlich. 

THE death is announced of Maurice Germa, who wrote 
under the name of Maurice Crystal, a contributor to 
many French magazines and reviews (Le Correspondant, 
La Revue Contemporaine, La Revue Britannique, La 
Gazette des Beaux-Arts, Le Ménestrel, La Gazette 
Musicale, La Chronique Musicale, L’ Art Musicale, &c.). 
He was a native of Narbonne, where he was born in 
1827.* 

Pamphlets: La Théorie de Rameau sur la Musique, 
and Wronski et L’ésthétique Musicale, par Charles Henry 
(Paris: A. Hermann) ; / davord di R. Wagner considerati 
dallate pedagogico da Dr. Guglielmo Langhans (Firenze: 
Galetti e Cocci). 

By the death of Joseph Philip Knight, which took 
place at Great Yarmouth on the ist of June, England has 
lost one of her most popular song composers. Born at 
Bradford-on-Avon in 1812, the deceased gave early 
evidence of musical ability, which was fostered and 
developed by a cathedral training under Corfe of Bristol. 
In 1832 he published a set of six songs under the zom de 
plume of “Philip Mortimer.” From 1839 to 1841 Mr. 
Knight resided in America. Returning to England he 
entered the Church, and was appointed to St. Agnes, 
Scilly Island, where he was pastor and organist for two 
years, After this he resumed composition, and produced 
upwards of 200 songs, duets, trios, &c. His most popular 
songs were “ She wore a wreath of roses,” and “ Rocked 
in the cradle of the deep,” which are still in demand. 

MLLE. CATHERINE DE RANOUCHEVITSCH, Russian 
pianiste, pupi! of Liszt, Biilow, and Henselt, has arrived 
in London, and may be heard at concerts shortly. Re- 
port speaks highly of her talents. 

IN London music was conspicuous by its absence 
during the Jubilee celebration of June 21st. In solemn 
but silent pomp, Her Majesty passed from Buckingham 
Palace to Westminster Abbey, and back again. Not a 
single band enlivened the proceedings. A great defect, 
surely. 

THE hearty stimulus of competition has produced ex- 
cellent effect on Italian Opera in London. Some capital 
performances have been given at both houses; and 
Mr. Augustus Harris has performed the four de force 
of producing five operas in one week, with splendid wzzse 
en scéne, and properly rehearsed. Fashionable audiences 
have attended most of the Jubilee opera performances. 
La Traviata, with Madame Albani as the heroine, has 
been the greatest success at Covent Garden, while at 
Drury Lane, Madame Minnie Hauk, the first mezzo- 
soprano of the stage, charmed all hearers by her exquisite 
singing as Zerlina in Don Giovanni. Good performances 
of Lohengrin have also been given at both opera-houses. 

LAST month we announced the death of M. Maurice 
Kufferath, of Brussels; this month we have the more 
agreeable duty of contradicting our statements, which we 
were led to make on the authority of a long and detailed 
article in the Ménestre/. The least we can say under the 
circumstances is, that the article was in very questionable 
taste, and the whole proceeding unworthy of a paper of 
the Ménestrel’s standing. 
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UVRES DE M. MOSZKOWSKI. 


Piano Seul. 
Valse Brillante (a fla) ion. Sater le 
Op. 8. Cinq Valses. Arrangées par A. Ulrich ., 
Op. 17. Trois Morceaux de Salon :— 
No, 1. Polonaise 
2, Menuet ob = 
3. Walzer pee 
on Pieces Five Claviesticke. 
No. 1. Mélodie ss 
2. Scherzino 
3. Etude... 
4. Marche 
5. Polonaise 
Op. 20, Allegro Scherzando we 
Op. 21, Album Espagnol (Spanish Dances). Arrangé par Max Pauer. 
No. 1 (6), 3s. ; 2(D), 38. ; 3 (F sharp min ), 38.3 4(D).. 
— Foreign Parts (Ausaller Herren Linder) Transcribed 
by E. Pauer :-— 
No. 1, $— to 


s. 
4 
6 


Op. 18. Complete 


MU rwWwnnd nn +> 


Op. 23. 


oe 


hae) me 


Op. 24. Tis Etudes de Concert :— 
No. 1 (G flat), 4s. ; 2 (c sharp minor), 4s. ; 3(c major) .. 
Op. 25. German Rounds. ‘Deutsche Reigen. (Max Pauer), No.1 
(D major) .. ee 
Op. 27. No. 1. 
Op. 27. No, 2. 
Op. 28. Miniatures. Cing Sinnebien: Guate ose 


oe I (6), 1S. ne 2 (©), 28. 3 +3 (e ameees 38. ; (eh as, 6d. ; 
5. eve 


oe. oo oe on oe oe 


Barcarolle on oy) 
Tarantella . ee pon os 


oe 


Piano - mains. 

Op. 8. Cinq Valses ‘ oe 
Op. 17. Trois Morceaux, arrangés : 

No. 1. Polonaise (Max Pauer) os 

2. Minuet (arr. par l’auteur) .. os 

3. Walzer (Max Pauer) .. ee 

Op. 19. Jeanne d’Arc. Poéme sym honique en 4 parties composée & 

ins — orchestre d’aprés ‘‘ La Pucelle d’Oriéans” de npone 

rrangée par l’auteur (Edition No. 8580) net 

Op. 19. No. 3. Procession March from the same .. 

Op. 21. Album Espa ? Spanish Dances): No. 1 (G) 3s. ; ae 2 

(D), 4: ; pm mend ), 48.3; No. 4 (pd) 3 
23. From Foreign ‘Posts (Aus aller Herren Lander). Suite de Six 
Piéces caractéristiques :— 
No, 1. Russia (Russland) 
Germany (Deutschland) 


. oe 


oe oe 


Op. 


6. Hungary (Ungarn) .. os 


. 25. German Rounds. Deutsche Reigen (Edition No. 
Valse bi Arrangée par €. Gurlitt ‘* 


rillante. 
2 Pianos & 8 mains. 
aaa - 1 Gurlitt, 


latin de Chambre. 


. 16. Deux Piéces de Concert pour Violon et Piano :— 


No. 1. Ballade, (editon No. 7528a).. sa +. net 
2 Bolero, (Edition No. a. net 


. 23. No. 1, Russisch. Arrangée pour Violoncelle et Piano par 
l'auteur. (Edition No. 7717). net 


. 29. Trois Piéces pour le Violoncelle, avec accompagnement 
du Piano. (Air, sees and wanes Edition 
No, 7716) .. r net 


oe. 


8584) 


Un Wa WWww 


Valse -- aaa ‘ame 
6660) Y 4 Be 


Musique Vocale. 
Op. 22. The Vale of Tears en A reuse in 5 me 
and German) 


Op. 26. “eo ng -” Volkston). 
No. 8865) . 


(English 


- 


English oul German (Réition 
i 





London: AUGENER & CO., Newgate Street and Foubert’s Place. 


° 
° 


@coco00oan 000 


eon ooood0cd 


ORNELIUS 
SOLOS. 
Augener & Co.'s 


PIANOFORTE 


Price 
Net. 
s a 


GURLITT’s 


In Cheap Volumes. 


8148 Albumblitter fiir die Jugend (Album-Leaves and the Young. 
20 Kleine Klavierstiicke. Op. rox. “ 
6161 Fleurs de Champs. 12 Petits Morceauk de Stee. Op. 104. C. 
6146 Ouverture des Marionettes. Op. ros. C... 
Our Favourite Tunes. (Unsere Lieblings Melodien.) “A Col- 
lection of Melodies, Ancient and Modern. Op. 106 
Books I. and II. C, ose 
Book III. Modern Composers cole Cc. 
Bliithen und Knospen (Buds and Blossoms ; Fleur et Boutons). 
12 Smali Pieces. Op. 107. sg 
a. 12 Morceaux Caractristiques en forme e’ Buudes. 
pe sey C. cco sss 
The Class‘cality. The Melody, “Ach ve licber Au vustin 
(Buy a Broom), humourously treated in the — of ™ — 
Composers. Op. 115 ose 
Les Premiéres Legons 37 petites Melodies. Op. 117. oe 
Petite Suite de Dan:es (Polonaise, 0 M.zurka, "Poika, 
Valse et Galop). Op. 127 ... 
35 Etudes Faciles (Sans Octaves). 
24 Etudes Mélodiques. Op. 131 
24 Etudes Melodiques. Op. 132 
**Commedietta” Ouverture, O3.137. « 
Album pour la Jeunesse (Juge..d-Album). 
diques. Very easy,, Op. 149 
Ecole de la Vélocité pour les Commanquae (Die Schule der 
Geliiufigkeit fiir Anfauger. Oy. 14¢ re ovo, ase 


London: AUGENER & CO., Newgate Street and Foubert’s Place. 


8146a, 4 
8146¢ 
8147 


oe sae . each 


oe oo 


6151 


8149 


6154 
6152 


Op. 130 


6155 
6156 
6157 
6165 ike avs ee 
6162 20 Morceaux Mélo- 
6158 
2 





AURICE LEE. Gavotte de Louis Quinze. 


No. 1, Solo. 33. 
2. Pianoforte Duet. 3s. 
3. Two Pianos, Eight Hands. 5s. 
4. Organ Transcription. By F. E. Gladstone. 
5. Violin and Pianoforte. (75474) net 8d. 
6. Violoncello and Piano. By Sebastian Lee (77014) net 8d. 
7. Harmonium and Pianoforte. 4s. 
8. Harmonium Solo, 3s. 
g. Orchestra (7068) net 1s. 
to. Military Band. (7067) net 1s. 6d. 


AUGENER & CO., Newgate Street and Foubert’s Place. 


(87674) net 8d 


London : 





CATALOGUES OF 
UGENER & CO’S PUBLICATIONS 


ARE ALWAYS IN PRINT, and to be had gratis on application. 

I, Pianoforte Music. 

Ia Addenda. 
Organ and Harmonium. 
Vocal Music. 
Buff Catalogue. 
AUGENER & CO.’S Edition. List of over 2,002 cheap 

Volumes sold at net prices. 8vo Catalogue. 


AUGENER & Cvu.’S Edition Catalogues. 16 pp. 4to. 
A. Pianoforte Pieces. 
B. Organ and Harmonium. 
c. Vocal Music. 
D. Instrumental Music. 
List of handsomely bound Volumes specially adapted for 
Presents and School Prizes, &c. 


Part 


List of Selection Parcels for Teaching, classified according to 
character and difficulty. 


List of Pianoforte Pieces for Teaching Purposes, arranged in 
steps according to the degree of difficulty. 


Works suitable for Public Performance at Breaking-up of 
Schools, Musical Parties, &c. 


Peters’ Edition (3,c0o cheap Classical Vols.). 

Cotta’s Editions of the Classics. 

Numerically-arranged Catalogue of AUGENER & CO’S 
Edition. Supplement. 


London: AUGENER & CO., Newgate Street and Foubert’s Place. 
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ss ateidag eal MUSIC. —A Collection of 100 Short 


Pieces extracted from the Sacred Vocal and Instrumental Works 
of the most celebrated Composers. Selected, Arranged for the Pianoforte, 
and Revised by E. PAUER,. Blue 4to Vol., with Chromo-Litho., &c., 
170 pp., net, 7s. 6d. Or, in 3  4to Vols, (8296a,4,c), each, net, 3s. 


Or, elegantly bound, complete, net, ros. 6d. 
No, Contents :— 


1. Schubert, F. Pax vobiscum. 2. Mozart. W. A. Andante in G. 
3- Schneider, Fr. Prayer. (Stille der Andacht.) 
4. Cherubini, L. Pie Jesu. 5. Haeser, A. F. Graduale, ’ 
6. Schubert. F. Das Marienbild. 
7- Haydn, Jos. Prayer. (Gebet zu Gott.) 8. Arcadelt, Jacob. Ave Maria. 
9- Beethoven, L. van. Hope. (An die Hoffnung.) 
to. Mozart, W. A. Andaute in D. 
11. Chorale: Allein Gott in der Hah’ sei Ehr’. 
12. Mendelssohn-Bartholdy, F. Andante in a. 
13. Beethoven, L. van. Andante inp. 14. Haeser, A. F. Pie Jesu. 
15- Chorale: Alle Menschen miissen sterben. 
16. Handel, G. F. Return, O God of Hosts. (Samson.) 
17. Stradella, Alessandro. Sacred Aria. 
18. Beethoven, L. van. at ay Praise of God. (Die Ehre Gottes). 
19. Mendelssohn-Bartho'dy, F. Song 
20. Hiller, Joh. A. Chorale: Wie om ist des Allmacht’gen Gitte. 
21. Mozart, W.A. Ave verum. 22. Gluck, Chr. W. Hymn. 
- Bach, bse Seb. Chorus. (Passion Music, ‘ ‘St. Matthew.”) 
Schube: rt, F. Litany. 
Hiller, oh. A. le Mein Gott, zu dem ich weinend flehe! 
. Mendelssohn-Bartholdy, F. Song. 
- Beethoven, L. van. Prayer. (Bitten.) 
. Chorale; Auf, auf mein Herz mit Freuden. 
. Stradella, Alessandro. O Salutaris, 30. Himmel, Fr. Prayer. 
. Beethoven, L. van. Andante in £ flat 
. Chorale; Ach, bleib’ bei uns, Herr Jesu Christ. 
— Wie schén leuchtet der Morgenstern. 
Beethoven, L. van. Love of our Neighbour. (Die Liebe des Nachsten.) 
4 a emo Sageenga F, Adagio in g, 
. Beethoven, L. van. March. (Mount of Olives.) 
. Mendelssohn-Bartholdy, F. But the Lord. (St. Paul.) 
. Cantique: Alla trinita beata. (Fifteenth century.) - 
. Evening Hymn of the Moravian Brothers. 
. Handel, G. F, Chorale: Ehr’ sei im Himmelsthrone, 
- Bach, Joh. Seb. Hymn in G minor. 
5 Pergolesi, G. B. Stabat Mater. 
Handel, G. F. Come, ever smiling Liberty. 5 ate Maccabeus.) 
Schumann, Rob. *** 45. Mendelssohn-Bartholdy, F. Morning. 
6. Beethoven, L. van. Andante in &. 
Handel, G. F. Adagio in B minor. 
8. Pergolesi, G. B. Quando Corpus. (Stabat Mater.) 
horale ; Aufersteh’n, ja aufersteh’n wirst du. 
. Haydn, Jos. The Heavensare telling. (Creation.) 
. Schiitz, H. von (Sagittarius). Hymn. 
. Lotti, A. "Oh! hide thy face. 
Mozart, W. A. — Thoughts. 
: Astorga, E. d’. ater, 
- Bach, Joh. Seb. cr Heart ever faithful. 
. Marcello, B. From Psalm I. 
i bey os W. Be Peace on Earth. 58. Righini, V. Te Deum, 
Old German : ~~ thou thy Maker, 
a wy . Sanctus, 61. Palestrina, Agnus Dei, 
. Handel, G. F. Adagio and Presto. 
. Bortniansky, D. I pray unto the Power of Me «or 
Mozart, W. A. Andante. 65. Hiller, Joh. A. is my Song. 
. —— Thou mourn’st, O Christ, in heav: suffering. 
— O Lord — Thee only have gnaee. 
. Handel, G. F. dante. ow . Litany. 
Marcello, B. eos me, 
Handel, G. F. When Jesus, our Lord. 
; Mendelssohn-Bartholdy. F. For in His own Hand, 
lo aon tig L. van. Andante. 
. Schubert, F. The Wanderer’s ar Song. 
Hasse, Joh. Ad. ve _— Corelli, A. Largo. 
, W. A. Fromthe H : dotehere, dir sei Preis, 
Andantino. ra "Schubert, F. To Music. 
Adagio. 81. Bach, Joh. Seb. 
. Crotch, W. — 83. Palzstrina. Stabat Mater. 
. Bach, ¢. Ph. Em. Aria from the Oratorio, ‘* St. Peter.” 
6 Hummel, J.N. Andantino. 86. Mozart, W. A. Andante con moto. 
5 Beethoven, L. van. Adagio. 
. Field, John. Eveni hg og 
. Mendelssohn-Bartholdy, F. I will sing of Re 4 great mercies, 
Corelli, A. Sonata da "Chiesa gt. Webbe, S. Prayer, 
g2. Schubeit, F. ies irae, dies illa. 
93. Beethoven, L. van. Adagio sostenuto. 
94. Old Hebrew Prayer. 95. Himmel, Fr. Prayer. 
96. Mendelssohn-Bartholdy, #. I waited for the Lord. 
%- Pare L. Vadags Andante Schubert, F. The W 
gs. Dussek, 0. 99. ul) bert, e eeping. 
100. Handel, G. F, The King shall rejoice. 





AUGENER & CO., Newgate: Street and Foubert’s Place, London. 





* AUGENER & CO.S EDITION No. 8830a. 
NGLISH STANDARD SONGS. Edited, Re- 


vised, and the Words partially re-written, by W. \. Barrett. The 
Accompaniments arranged by Dr. Stainer, Dr. Martin, Mr. Henry Gadsby, 
Mr. A, J. Caldicott, Mr. Burnham —_, Mr. = Jesesh oe and the 
Editor:— = Book I. 22Songs ... ; net 1 © 
CONTENTS — 
. Boyce, Wm. Heart of Oak. 
. Hook, James. My Friend is the Man I would Copy. 
Geary, T. A. The Glasses Spirkle on the Board. 
ones, Robert. Tell me, dearest, what is Love? 
low, Dr. John. To Phillis. 
. By a Lady unknown. The Banks of Allan Water. 
. Eccles, John Let the Daring Adventurers. 
Braham, John. The Anchor's Weighed. 
. Mazzin shi, Count Joseph. O Sing, Sweet Bird. 
Hook, James. The Lass of Richmond Hill. 
6 Linley, Thomas. Here's to the Maiden of bash‘ul ficteen. 
Thomas Augustine. Rule Britannia. 
; Some Henry. py in our Alley. 
. Traditional. The Bailiff's Daughter. 
Traditional. Cease your Funning. 
. Carey, Henry. The Contented Farmer. 
fe a J. The Bay of Biscay. 
selaeen (?) — cs Bells. 
. Hone: E 
. Bishop, Sir H. R. ri Sweet Home. 
. Paisiello, Giovanni. Hope told a pane Tale. 
. Rodwell, G. H. Return, O my Love. 


AUGENER & CO., Newgate Street and Foubert’s Place, London. 





NTONIO L. MORA’S NEW SONGS AND 
BALLADS :— $. oe 
An Old Love. Song ‘a 
Cradle Song “4 
Fireside Friends. Ballad 
Other Days. Song ad 
Oh! Why art poy so dear to Me? .. 
Take care! Balla a ee ee ee . . ° 
Together. Ballad ee ee ee 


AUGENER & CO., Newgate Sees an ities s Place, Londou. 
E NGLISH ORGAN MUSIC. 


8729 BEST, W. T. Sonata in p minor. (Cec lia, Book ne net 
8705 Fantasia and Fugue. (Cecilia, Book ) oo | 6«—met 
8709 Scherzo in A minor, (Cecilia, Book 9). «e +. «Met 
8710 Adagio. (Cecilia, Book 10) — 
12 Short Preludes on old English Psalm Tunes. (Cecilia, 

Book 15) .. re “ «< we 

Pastorale. (Cecilia, ‘Book 19) P +. net 

a with variations. (Cecilia, Book 28) oo 2 

CHIPP, E. T. Three Studies. Op.7 .. ig es =net 

— ote Pieces .. es «net 
GLADSTONE, F. E. Organ Music for Church Use :. net 
HEAP, C. S. Fantasia in a. (Cecilia, Book 20) ~. net 
PROUT, E. Op.s5. Concerto in = minor. Full score. net 
Organ part only. net 

REA, W. Three Organ Pieces net 
SMARI, H. Andante (Posthumous). (Cecilia, Book 27) net 
WESLEY. Fugue inc. (Cecilia, Booki1) . -. net 


AUGENER & CO., Newgate Street and Foubert’s. Place, London. 
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JoHANN SEBASTIAN Bacn’s 
ORGAN WORKS. 


Edited by W. T. BEST. 
Vou. I. Ss. d.. 
(Augener & Co,’s Edition, No. ated Oblong Folio, net 3 - 
Prelude and Fugue i re ++ C major. 
” ” ” eee oe eee G major. 
” ” » eee oe .-» D major. 
” ” ” ss “ ... E minor. 
- 9» *» ten see ... F minor. 
- a PP asa ase ... G major. 
VoL. II. 
(Augener & Co.'s Edition, No. — O.long Folio, net 4 - 
Prelude and Fugue sea : +++ © major, 
” ” ” eee es. A minor 
w ” ese ° es» D minor, 
” » ove «.. G major. 
” ” an ase ... C minor, 
* ” ” ae . E flat major. 
AUGENER & CO., Newgate ome and Pecheute Place, London. 
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VOLUMES OF STANDARD WORKS.— NEW AND POPULAR PIECES. 


Bound in cloth, gilt sides and edges. ; 
SUITABLE FOR PRIZES, PRESENTS, &c. ALTER BROOKS. Feu Follet. Air de Danse 
8010 BAC oh Jj. S. *. pens - Fugues (Das wohltemperite 6 pour Piano. 38. 
Klavier). Mdited by E. Pauer eee : ° e 
BEETHOVEN, L. v. Complete Pianoforte Works. With H ORTON CORBETT. Poitou. Minuet. 4s. 
ai “"a" Se Edited by E, Pauer :— 
30 —— Vol. 1. 38 Piano Sonatas. With Portrait, Biography, 
Metronome and Historical Notes to each Soe ae EONARD GAUTIER. La Gazelle. Galop 
8032 —— _ Vol. JI. 21 Books of camel 16 Books of smaller brillant 
Pieces, and 4 Piano Duets ... nse 


8075 Car. F. F. Pianoforte Works “(Klindworth-Schar- N E. IRONS. Lisette. Polka caprice. 4S. 





4 wil wenka). 11 Volumes (Classified) each from 4s. to 
8160 HAYDN, J. Complete Pianvolorte Solo Works. Edited 
. anne ered be E- er | Biography, &c. R E D tk R ‘ 
131 an OVEN. _ Selections i ; 
from their Works by Eschmann, Edited by Tan IC MANN. . Mignonette. Pensée 
Farmer. Bound in cloth onl ok ive oe erent? 
MENDELSSUHN’S WORKS. 8vo. (Pauer.) London: AUGENER & CO., Newgate Street and Foubert’s Place. 
8231 —— Vol. I. Concertos, Capriccios, Rondos, &c, «+ ove - 
8232 —— Vol. aI. Op. 5, 6, 7, 14, 15, 16, 28 ee 
8233 —— Vol. III. P+ 33, 35, 54, and 9 other V Works .. a as RAFF. Piano tetas — 
8234 ——. Vol. lV. : ae without Words . . Am Loreley Fels 
. Hy: mel ~~ 
. engrin, "R. Wag ner . 
8251 4. nit Freischiitz, = Weber” 7a 


8252 —— Vol. II. 21 Books of Variations, 12 er Pieces, } Seana, by ed a 
and bis 8 Piano Duets... Samanbe: 

8275 PAUER, E. The Family Gift Book. A Collection of . 8 Fleurette. Rixnanes” 
Piano‘orte Pieces, comprising Christmas Music—Pas- 9. Ranz des Vaches 
torals — Hunting Songs — Love Songs— Soldiers’ and Manon, Rondinetto 

Sailors’ Songs—Patriouc Hymns—National Melodies— * Apres le Coucher di soleil” 
Dances of the Olden ‘lime—National Dances and ‘ 
Modern Dances - many of them composed for this work. 
With Illustrations and Poetical Quotations " 

—— The Classic Companion. A Collection of easy and Nocturne nis 
moderately difficult Pieces from the Works of the most ie err i sia 
Celebrated Composers of the 17th and 18th centuries :— 17. L’Espiégle 


Valse- Imprompt tu... 
8286 Vol. I. (Corelli to Mozart.) With Mozart’s Portrait 
8287 Vol. If. -(Haesler to Field.) - sai . 18, Tonnhe (Les Pécheuses de Procida)... 


tago —— Sunday Music. A Collection of 100 Short Pieces ex- 8346a RAFF-ALBUM. Vol. I. (Manon. Aprés le coucher. 
‘ tracted from the Sacred, Vocal, and Instrumental Works Ranzdes Vaches. Fleurette. Romance. Minuet) net 
of the most Celebrated Composers. Selected, Arranged aad am 
for the Pianoforte, and Revised by E. Pauer . ... 83466 —— Vol. II. (Nocturne. Cavatine. Le Torrent. Am 
8300 —— Old English Composers for the Virginals and Harpsi- Loreley Fels. Gavotte)... ve vss nee, met 
chord. A Collection of Preludes, Galliards, Pavanes, Piano Duet 
Grounds, Chaconnes, Suites, Overtures, Sonatas, &c. q ; 
&c. Selected, Revised, and Edited by E. Pauer. With 8600 RAFF, J. Tarantelle |... ee cen? sen 
Portrait of Purcell, and Biographical Notices by W. A. 6260 —— Alison. Valse & la Viennoise —... coe « MOE 
8297 Mg Composers for the Clavecin ~via London: AUGENER & CO., Newgate Street and Foubert’s Place. 
8298 —— Old Italian Compose 


8324 ——_ Merry euiten ? Foveulie Dances and other cheer- LFRED A Dramatic Cantata for Solo Voices 
A 4 ° ’ 


ful Pieces from the Works of the most ee Com- : 
posers of the 17th and 18th centuries Chorus, and Orchestra. The Libretto by Witttam Grist. The 
8379 SCARLATTI, D. B Manchest Lessons. Revised and Music composed by Esenezer Prout. Op. 16. 
Fingered by] E. Edition > l’rice net. 
SCHUBERT FRZ. "Complees Pianoforte Solo Works. Vo. d. 
Edited by E, Pauer. 8vo:— 9251 Vocal Score we ° ee “se ee ee ‘ ae 
8384 Vol. I. Piano Solo Sonatas, with Portrait, pe; gos1a-dChorus Parts .. as oe oe é ms e. each 
Historical Notes, &c. ... ° 
8385 Vol. Il. Fantasias, Impromptus, Momens musicaux, STRING PARTS. 
Dances, and Variations ° sere Violin 1. 
SCHUMANN, k. ng Pianoforte Solo Works with . 95 a vi " ” 


Portrait, Biography, Historical Notes, &c. (Pauer) 8vo: pn Violin U1 -. i 


g051% Vuoloncelloand Bass .. 

84u4 Vol. LV. Up. 72 to 134 8788 Arrangement of et Accompaniment for Piano and Har- 
bv the ¢ said ee - oo. 

90517 Book of Words .. oe ee ee - 
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& 
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Meditation 
. The Torrent. Study Ae wed on 
. Valse-Caprice ste 

. Gavotte 
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840r Vol. I. Op.1 to 12 0 8 of 8403 Vol, III. Op. 22 to 68 

8402 Vol. II. Op. 13to2t o 8 7 

8410 —— Album of 56 Original Pieces. With Portrait, Advice 
to Young Musicians, &c. &vo (E. Pauer) ee 

8426 ——_ 4 Symphonies. Arranged by KE. Pauer, complete. + 
Solo, in cloth, 7s. 6d. ; Duet N.B. - Full Score and one set of Orchestral Parts to be a on Hire, at the 

8470 WEBER, C. M.v. Complete AGED Pianoforte Solo Works. rate of One Guinea for Six Weeks, which also includes the right of public 





with Portrait, Biography, Historical Remarks, Metro- performance for that period. 


acme, Ge." Saket by &. Feuer... London: AUGENER & CO., Newgate Street and Foubert’s Place. 
VOCAL. * 
8806 BEETHOVEN. a % (67) Songs. (Pauer.) E.andG. o 
8844 HULLAH, JOHN. 58 English Songs, by angus 
chiefly ‘of the 17th and 18th centuries. E. 
8860 aT Cae F. Vocal Album. # sia “(Pauer.) * 
E. and G. Original Edition © ° 





——— ENGRAVINGS of the GREAT 
COMPOSERS. 


. J. S. Bach. | No. 13. Mozart (at the age of seven. 
L. van Beethoven, . Mozart. 

Berlioz. . Purcell. 

Chopin. . Rubinstein. 
Clementi. . Scarlatti. 

J. B. Cramer, . x. goa 
Gluck. hube: 

Handel. 

. Haydn. 

. Liszt. 

. Mendelssohn (at the age of 12). 23. Beethoven (Young). 


8921 —— ansposed Editi ee . Mendelssohn. 24. Moscheles, 
8947 VOLKSLIEDER- ALBUM, Edited by E. Pauer .. oo © ax. W. T. Best. 
‘These Volumes are also to be had in paper covers at from as. to 2s. 6d. less a Se = 

in price. ° /# ordering please state whether Bound Copy is required. Price: 8vo, each net, 18. 6d. ; folio, each net, 3s} 


London AUGENER & CO., Newgate Street and Foubert’s Place. London: AUGENER & CO., Newgate Street and Foubert’s Place. 


a 


No. 


an aA oO 


8861 —— "The same, Transposed Editio ° 
8866 eg eo W. A. Vocal Album. Condon Songs. (Pauer.) 
dG. Original Edition i 490 
SCHUBERT, FRZ. Songs, E. and G. (Pauer) : — 
First Vocal Album. 82 Songs. Original Edition 
First Vocal Album, 82 Songs. ‘l'ransposed a 
Second Vocal Album. 82 Songs... eke 
8903 Third Vocal Album. 43 Songs ... 
8920 SCHUMANN, R. Album ot Songs. ‘(Pauer.) E. and G. 
Original Edition ° ooo a © 
° 
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THE TECHNICON. 


Strongly recommended for use in Schools, as it effects a great 
saving in the Wear and Tear of Pianos. 


pasous CED by Eminent Musicians of Europe 


and America to be the best Invention ever produced for Piano 
Players. Pianists have long felt the want of a quicker and less monotonous 
method of developing the hand for the necessities of piano-playing than by 
the Piano alone. ‘‘THe TECHNICON” has proved capable of saving a con- 
siderable amount of time in acquiring strength and independence of mus- 
cular action, as well as the devel of every fund tal quality of 
touch.® It will also be found invaluable in saving the wear and tear of the 
pianoforte in practice, and as it is absolutely noiseless in operation, the 
advantage gained by its use will not be overlooked. 

It has received the approval of medical men as being founded on scien- 
tific principles, and red g the physiological side of pianoforte playing to 
a systematic and intelligible basis. 

This Invention was highly commended by the late Abbé Liszt. 

Price £5. 10% Discount for Cash. 

‘THe TECHNICON” may also be hired at 8s. per month, and purchased 
by 12 monthly payments of 8s. each, or 6 monthly payments of 15s. each. 

In all cases of hire or hire-purchase a preliminary deposit.o £2 is 
required. 

Carriage to be paid by the hirer. 


AUGENER & CO., 86, Newgate Street, London. 











SoLe AGENTS: 
ONATSBERICHT.—A Monthly List of all 


M new Musical Works published in Germany can be had of Messrs. 
AvuGENER & Co. Subscription, 1s, per annum, post-:ree. Single copies, 1d. 
86, Newgate Street, E.C. 





INSUTIS SONGS OF THE FLOWERS. 


Twelve Two-Part Songs for Treble Voices. Words by Edward 
Oxenford. Illustrated with portrait of Composer. Price, Old Notation, 
“ rr od Sol-Fa, 4d.—Metuven Simpson & Co., Dundee ; Patey WILLIs, 

ondon. 


R. HOCH’S CONSERVATOIRE 1 FOR ALL 


BRANCHES OF MUSIC, IN FRANCFORT-ON - THE- 
MAINE. The WINTER TERM commences the 19th SEPTEMBER. 
Virector: Professor Dr. BERNHARD ScHoLz. Tuition is given by Frau 
Dr. CLara ScHuUMANN, Miss Mary ScHUMANN, Miss Eugenie SCHUMANN, 
Miss FLORENCE ROTHSCHILD, and by Messrs. James Kwast, Iwan Knorr, 
VALENTIN Miter, Lazzaro UZIELLI, JAMES Mever, and KRNEST 
EnGgssER, in Pianoforte ; by Mr. Henry Getuaar in Organ; by Professor 
Huco HEERMANN, Professor NARET- -KoninG, and Fritz BassERMANN, in 
Violin and Viola ; by Professor BERNHARD CossMaNN in Violoncello; by 
W. SecTREcuHT in Counterbass; by C. Preusse in Horn; by Dr. FRANZ 
Kriikt and Mrs, ConsTANTIN CHUBART and Henry HERBORN in 
Singing ; ; by Director Dr. ScHouz and Messrs. F. Knorr and A. Ecipt1 in 
‘theory and Composition ; by Dr. G. Verrx in German Literature ; by Mr. 

. Hermann in Declamation and Mimics ; by Mr. L. Uzrextt in Italian 
Language. The Fee for the Special Branch and necessary accessories is 
—_ 360; for the Finishing Classes of the — and Singing School, 

tae annum. Applications to be le to the Direction of 
Det + ea mservatoire, Saalgasse 31. 


Ferro EDITIONS OF PIANOFORTE 
MUSIC BY ENGLISH COMPOSERS. sd. 
BARNETT, JOHN FRANCIS. Tarantelle .. e ee 
BROOKS, WALTER. (Euvres pour Piano :- 
No.1. Feu follet. Air de Danse “ 
. Le Moulin (The Mill). 
. Deux Miniatures. Complies 
a. Il Carnevale 
6. Scherzino 
. Marghe féerique Pe 
. Petit Prélude en La mineur on 
. La Harpe Folienne. Etude de Salon .. 
. Mélodie (F) .. we 
. Deux Feuilles d’Album. 
a. La Vivacité 
6. Etude chantante ws 
Prelude and Fugue in p minor .. 
DAY MOND. E. R. Miniatures 
HENNESSY, SWAN. Inthe Mountains. 
os Album Leaves. Op. 8 
—_— ‘Two Studies, Staccato and Legato 
MACBETH, ALLAN. Bzercarolle. Op. 25 
PAUER, MAX. Rheguodie. Op. 3 we 
RAMSEY, B. M. Sun-Dew. Mazurka we 
SAINT-GEORGE, G. ‘larantelle .. * 
SHARPE, HERBEkT F. Pianoforte Works i- 
No.1. Slavonic March ad 
2. By the River. 
. L’'Adieu 
. Valse Caprice , 
Rigadoon. Op. 27. 


6. Serenade 
THOMPSON, REGI NALD, 


Complete 


i gid 
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Tone picture 


VLCawsetre 


"A l'Espagnole 
VIOLIN AND PIANOFORTE. 


BEAZLEY, J. C. Sonatinainp minor .. net 
6 Little Pieces (the Violin part in the first 

position). 2 Books each 

HARRADEN, ETHEL. Gavotte. net 


No. 
7327 


7379 


NEW AND voree> ENGLISH SONGS AND 
ART-SONGS 


ARMSTRONG, A, . sai en the aed 
— A — Chord .. 
—— Harmony 
BARNET r i: ¥. The Harp ‘of Life 
CLARK, M. The Fisherman's Home .. 
HAL TON, Ge F. Six Songs. Complete .. 
CONTENTS :— 
. The Rose, 
. The Waters are Rising. 
. The Ancient Woman’s Song. 
. The ‘lide Rises. 
. Songs and Music. 
. Quick ! Quick ! Ye Lazy Hours. 
8931 HEALE, H. Songs for the Young. 24 Songs for One Voice 
net 
8580a,,¢c —— Two-Part Songs for Female Voices 3 Bks., each net 
‘MACBETH, ALLAN. Hush, my dear, lie still and slumber. 
Cradle Song. Op. 27 ae wa ax “s ee ee 
4580 —— 3 Four-part Songs. S.A. T.B. Op. 26.. complete 
4580a—c_——— The same, separate . se ee -. each 
S78 SHARPE, H. F. Songs of the Year. 12 Duets for Female 
Voices . ‘ complete, net 
83734, —— The same, in 2 : Books. each, net 1 
—— Songs by the Sea, Trios for Female Voices. Op. 25:—- 
No. 1. All is Calm an se ne ee sa 
» 2 The Seagulls .. a as ee a sg 





£ ba net. 


= — CHAMBER MUSIC. 


BENNETT, W. S. Trio, Op. 26, for sane Violin, and 1'Cello 


9309 
93°4 
9305 
936 
9397 
9308 


ELLERTON, Trio in a 
— TrioinGc. Op. 4 
— Trio in £ minvr. 
— Trio inc minor. 
TrioinF. Op 48 
9311 HORSLEY. Trioin re Op. 
9329 TURNER BRADBURY. 


QUARTETS FOR TWO VIOLINS, VIOLA, AND ’CELLO. 


9255 on gs J..F. Op. 8. Quartet in p minor .. 
7202 DEA Quartet in B flat - “a 
62594 ELLERION. Op. 62. Quartet, No. 1c .. 
g26:a —— on _ Quartet, No. 39 

92614 . Quartet, No. 4 

—_ OUSELEY, SSIR rr. A. G. 
92674 —— Quartet i in D minor “a 

9268 PERRY, E. Prize Quartet .. 

9269 PROUT, E. Op.1. Prize Quartet | 

_ Op. 15. Second Quartet in s flat 


Op. 27 .. 


Op. 46 
= “7 


o- 
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London: AUGENER & CO., 86, Newgate Street, and Foubert’s Place. 
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OVELTIES NOUVEAUTES Novelties —(Continued)— 


Published Publiées 
July ist, 1887, by le rer Juillet, 1887, chez 
AUGENER & CO., 86, Newgate Street and 
Foubert's Place, Regent Street, London. 
N.B.—This List is not published in any other Musical Paper. 





PIANOFORTE SOLOS (a 2 mains). 


ANTHOLOGIE CLASSIQUE. 16 Numbers, each 
from 2s. 6d. to 4s. 

BACH. Petits Préludes et Fugues de J. S. Bach, aux- 
quels sont ajoutés 6 petites Fugues de son fils 
Wilhelm Friedemann ; progressivement arrangés, 
doigtés, etc., par G. Buonamici (Ecole préparatoire 
au ‘‘Clavecin bien temperé ”’) He one * St 

BRISSAC, JULES, ‘‘Santa: Lucia.” Barcarolle 
Napolitaine . 

BROOKS, WALTER. Prelude and F ugue in D minor 

CLARK, SCOTSON. Marche Anglaise a 

COOTE, CH. Caledonians as 

DAYMOND, E. R. Miniatures ve se dies 

DORN, EDOUARD. Vivat Regina. Marche Loyale 

GOTTSCHALK-ALBUM. (Danse Ossianique, Le 
Banjo, Pasquinade) . i.” 

HENNESSY, SWAN. Im Gebrg (Inthe — 
4 Klavierstiicke. Op.7  .... 

—— Album-Leaves (Albumblitter). “Op. 8. . 

KIRCHNER, F. Rustic Scenes. 4 Dance Themes. 
Op. 115.. ee Sv Aas ay et 

MOSCHELES, "ss "Studies. Op. 70, Book 4. Re- 
vised and fingered by E. Pauer _... i oa 

PAUER, E. Celebrated Concert Studies. Nos. 41 to 
44 Sve bee sab sles AW each 

WEBER, C. M. DE. _— Overture. Arranged 
by E. Pauer “ee ost 

PIANOFORTE DUETS. 

CLARK, SCOTSON. Marche Anglaise... eas 

WEBER, C. M. DE. Jubilee Overture. Arranged 
by E. Pauer ae ms nis o as 

ORGAN. 

CECILIA. A collection of Organ Pieces in diverse 
styles. Edited by W. T. Best. Book 33. Polibio 
Fumagalli, Organ SonatainD ... o, 

CLARK, SCOTSON. Marche Anglaise 


VIOLIN AND PIANO. 
BATISTE, E. Voix Céleste. Arranged by Fr, Her- 
mann ... - ds ie fe as 
DANBE, J. Menuet 
— Caprice 
— Petite Barcarolle 
— Berceuse se ou 
— Mazurka de Salon ... ooo a a ae 
HENNESSY, SWAN. Im Gebirg (In the Mountains). 
Nos, rand 2 ... ‘as ay bee Me 
MORCEAUX FAVORIS, Revus et arrangés par 
F. Hermann. Nos. 71 to 75, each, from 3s. to 4s. 


FLUTE AND PIANO. 
7785g-k ALBUM, Arrangé par G. Gariboldi. Vols, VII. . 
and VIII. as be each, nt 
7786a, 6 ALBUM DE DANSE. Par G. Gariboldi. Vols. 


I. and II. soe ae ie each, net 
BATISTE, E. Voix Céleste 


MORCEAUX FAVORIS. Revus et arrangés par G. 
Gariboldi. Nos. 49 to 61 each from 2/6 to 


VOCAL MUSIC. 
| 8809 ABT, F. 17 Favourite Songs. E,andG. ... net 
ALEXANDER, J. ‘Kiss my eyelids, beauteous 
Morn.” Song wie nee aes wes 
ARMSTRONG, ANNIE EB ‘Bringing home the 
hay.” Song ... nee ate ae oe 
— Harmony. Song ... o 
SONGS WITH FLUTE AND PIANOFORTE 
ACCOMPANIMENT. 
89572, 6 ALBUM OF SONGS (Gariboldi). 2 Vols. each, net 


PART SONGS. 
4521 to) FRANZ, R. Quartets for S. A. T. B, 6 Books, 
4526 } each from 3d. net to 4d. net. 

SHARPE, HERBERT F. Songs by the Sea. For 

3 Female Voices :— 
No. 2. ‘‘ The Sea-Gulls’’ 
No. 3. ‘‘Sea-Flowers”’ ... 
CANTATA. 
9097 LEVEY, W. C. The Ride to Ware. A humorous 
Cantata for S. A, T. and B. Soli and Chorus with 
Pianofcrte Accompaniment. The words founded 
on Cowper’s Poem, arranged and written by 
Edward Oxenford. Vocal Score, 8vo ... net 


AUGENER & Co., London : 
86, Newgate Street, E.C. ; 
And 1, Foubert’s Place, W.C. 

(No connect:on with any other address.) 


. 





“THE MONTHLY MUSICAL RECORD.” 


SUBSCRIPTIONS PER ANNUM (Free by Post) :— 
s. ad. 
Postal Union (Europe and America) ... 2 6 
Australia and Foreign Colonies Pe 


The Number of the ‘ Monthly Musical Record” 
is 6,000 per month. This can be verified at CASSELL 
& ComPANY’s, the Printers, Belle Sauvage Yard, Luigate Hill. 


The Scale of Charges for Advertisements in reference to musical matte » 
is as follows :— 
Per Pace .. ° es oe . ae 
8IN. BY3 . . . o 2 16 
4IN. BY3 ee ‘ ° . ° I 10 
2IN. BY 3) « ee ee oe ee ee o 16 
1IN. BY3 we ee : <n - 09 


Smaller abventuiatie at te rate of 1s. per line. 
Telegraphic Address—-AUGENER, LONDON. 


Advertisements referring to musical matters are accepted only as far as 
there is room, or ifthe character of the advertisement admits of its publica- 
tion in the ‘‘ MonTHLY Musicat Recorp.” 





CONTENTS. 


. Titirs, By Fr. Nigcks. 
, 1837—1837. 
. LeTTers FROM LoNDON. WRITTEN BY Eo. HANSLICK TO THE 
Vienna “ NEUE —— ‘vimana DURING THE SUMMER OF 1886, 
(TRANSLATED BY E. 
. Some NEEDED REForMs IN : Oraaa. By Srepuen S. StraTToON 
. CHRONOLOGICAL TABLES AND THEIR Mareriat. By E, Paver 
(Continued.) 
. Music in Letpzic. é 
Reviews. . 

. Music To Jensen’s “Sprinc Nicut.” TRANSCRIBED By E, PAUER 
ConcERTS. 

. Musicat Notes. 

. NovgLTIES PUBLISHED DURING LAST Montn,. 
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